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Antonio Francisco Javier Jose*’ Soler y Ramos was b o m  in Olat 
de Pcrrera. in the province of Gerona, Spain, in 1729 and was bap­
tised in the parish church of San Esteban on December third of that 
year. His mother, Teresa Ramos, was Aragonese, but his father,
Matthew Soler, was a native of Porrera. Matthew Soler was an itin­
erant band musician in the regiment of Humaneia. It was he who gave 
Antonio his first music lessons, but the child seemed to be so remark­
ably gifted that the father decided to enroll him at the renowned 
Escolania conducted by the Benedictine monks at Montserrat. The six- 
year-old Antonio so delighted his examiners by the extraordinary beauty 
of his singing voice that he was accepted as a student in that music 
school, one of the oldest in the Western world. Antonio soon excelled 
his fellow students in theory and performance. His unusual aptitude 
attracted such attention that he was offered, while still a teenager, 
the responsible post of organist and choirmaster at the Cathedral of 
Lerida. While he was at Lerida, Antonio completed his studies for xhe 
priesthood, received all the minor orders and was ordained subdeacon 
by the Bishcp of Urge!. In 1752 he resigned his position at Lerida to 
become a monk of the Order of Saint Jerome at the royal monastery of 
El Escorial. There he was professed, ordained a priest, and spent the 
rest of his life as a devout and dutiful religious and at the same time 
a capable organist, choirmaster, teacher, theorist and composer. He 
died at El Escorial or: December 20, 1783, having spent thirty-one of
i
his fifty-four years in that monastery.
Although Padre Soler preferred the seclusion of his cell to the 
company of men, he became internationally prominent not only for his com­
positions but also because of his book, The Key to Modulation (Llave de 
la modulacion y antigiledades de la musica, Madrid, 1762). This book 
stirred up an unprecedented controversy because of its departure from 
the traditional norms regarding modulation and Padre Soler found it nec­
essary to defend his views in a series of open letters to the public.
Soler also exhibited his interest in the theory of music by in­
venting a keyboard instrument which he called an "attuner or temperor" 
(Afinador o Templante). With this instrument he was able to divide a 
whole step into twenty tonally-pereeptible parts, and to experiment with 
micro tonal music. Soler presented the instrument to the musically-gifted 
Infante Don Gabriel, the son of Carlos III. This prince, who was in­
structed by Soler each autumn when the royal, court resided at the E-ecor- 
ial, later became his patron and the dedicatee of most of his works.
Much of Padre Soler's music has been lost, including ail auto­
graphs. Most of these were destroyed in the Napoleonic wars, and the 
rest during the Civil War. In spite of this loss, a vast amount of music 
remains; so much, in fact, that a contemporary account of Soler's indefat­
igability in composition is easily credible. According to the Memo res 
Sepulcrales, Vol. II, of the monastery of El Escorial, Padre Soler would 
rise each morning at four o'clock to say Mass after spending less than 
five hours in sleep. He then spent the rest of the day at religious ex­
ercises or at teaching, performing or writing music. He was excused
1Cited by Higini Angles, "Introduccio i Estudi," in Antoni Soler: 
Sis Quintets per a obbligat, ed. Robert Gerhard (Barcelona: Institut a'es- 
tudis Catalans, 1933)•
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from all manual labor In order to devote himself entirely to music.
The compositions which were the result of this prolific activity, 
and which are extant, either in manuscript copies or in published form, 
include works for the theater; sacred and secular choral music, partic­
ularly Masses, Offices of the dead, psalms, motets, salves, litanies, 
and responses; some chamber works, notably six quintets for strings with
organ or harpsichord obbligato; six concertos for two organs; and many
2pieces for keyboard, including over a hundred clavier sonatas.
The word "clavier" is used as a generic term for any stringed 
keyboard instrument; harpsichord, clavichord or pianoforte. Until the 
middle of the eighteenth century, these instruments were used inter­
changeably, and the harpsichord remained a popular instrument even into 
the nineteenth century. Soler, or his copyists, did not specify the 
instrument for which a work was intended. Several of the sonatas are 
clearly for harpsichord, since their linear aspects seem to require a 
two-manual instrument. Others are in harpsichord style but are equally 
well adapted to piano performance. Still others have characteristics, 
such as dynamic markings,which indicate that they were meant for clavi­
chord or piano. Thus the term "clavier" will embrace all these works.
Only twenty-seven of Padre Soler's clavier sonatas were pub­
lished in the eighteenth century, and none during his lifetime. This 
fact is no indication that his works were not accepted by his contem­
poraries, but rather that he followed the usual practice of his time 
in regard to publication. At that time the very fact of the composer's 
skill and the music's appeal may have kept the works from publication.
o"Padre Samuel Rubio, editor of six volumes of sonatas by Soler, 
says that there are about 130 sonatas extant; Frederick Marvin, editor 
of three volumes, claims to have collected 180.
4
The patron may have wanted to keep the best works for M s  own personal 
use o' for show pieces to produce on special occasions. The composer 
himself, especially if he were also a virtuoso performer, may have pre­
ferred "not to have M s  thunder stolen in this way."'J
During the eighteenth century, most of the music was composed 
by a Mred servant for an employer— even if the employer happened to be 
a royal patron— 30 it became the legal property of the employer. Con­
sequently, it was anchored to a particular place, and remained there un­
less a manuscript copy was made and sent elsewhere. There were no copy­
right protections for the composer or for the owner of a manuscript, so 
he had to safeguard M s  property by concealing it from the public.
Presumably, all autograph copies of Soler's works were given to 
the Infante Don Gabriel, although some may have remained at the Escorial. 
None of these are extant. The monastery suffered several fires, and a 
large part of the library was destroyed in the NapoleoMc invasion.
Many manuscript copies of Soler's compositions are still preserved 
there, but no autographs. Don Gabriel's collection passed to M s  de­
scendants, among whom, in the twentieth century, was the Conde de Cabra, 
whose entire estate was despoiled during the Civil War. Thus, all 
autograph sources for Padre Soler's clavier works have been lost.
Until the last decade only about seventy-five sonatas were 
known to exist, but recent research has revealed many more in manu­
script. Most of these are in the libraries of Montserrat and El Escor­
ial, the Central Library of Barcelona and the French Institute at 
Madrid. Others can be found in the library of Orfeo Catala in Barcelona
^William S. Newman, The Sonata in the Classic Era: the Second 
Volume of A History of the Sonata Idea '(Chapel Hill: University of North 
Carolina Press, 1963;, p. 74.
anri in the private collections of M. Guinard, M. OtaSo, Henri Prtmierfeo 
and Joaquin Sin.
Even the autograph copy of the twenty-seven sonatas which Holer 
gave to Lord Fit awl Ilia® in 1772 1ms disappeared. These sonatas, how­
ever, were puDlished in London by Robert Birchall around 1792, and of 
this edition four copies are known to exist today.^ These four copies 
remain the only source for this collection of works except for Nos. 3,
4 and 16,which are among the Montserrat manuscripts, and Nos. 26 and 27, 
which are to be found in the Guinard library and at El Escorial.
?ew of the manuscripts have dates, and when they do, the dates 
refer more often to the copying than to the composition of the work.
The dates range from 1777 to 1302. "In 1765 Soler mentioned pieces he 
had already written in a set, now lost, of 'Quatro libros de Clavi- 
cordio' . . .  'in all keys and in all styles.' Thus, one cannot now/ 
suggest more than rough bracketing dates for most of Solar's sonatas—
5that is, from about 1760-83."
For more than a hundred years these clavier pieces were forgot­
ten. At the beginning of the twentieth century, the Spanish musicolo­
gist Felipe Pedrell exhumed the buried treasures of his seventeenth 
and eighteenth-century countrymen. He published a study of Antonio 
Soler in the Revista Musical Catalans in 1908, which spurred the interest 
of Joaquin Nin, In 1925 Nin undertook to edit the keyboard works of 
several early Spanish composers, among which were twelve sonatas by Soler. 
The edition was published by Max Eschig in Paris under the title Seize
H
‘‘One is in the British Museum; another at Cambridge in the Fits- 
william Museum; a third in the library of Hamburg: and the fourth in the 
Library of the Conservatoire at Brussels. (Nin, "The Bi-Centenary of 
Antonio Soler." The Chcsterian, Yol. XI, No. 84, 1930}.
>Newman, op. cit., p. 230.
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Sana tog Anc-i •■naea d* Auteurs Bspagnols. A second Volume, Dix-Sept 
Sonatas -t Pieces Ancicnnea d1 Auteurs £3oa£^olst which contained two 
more of Soier*a sonatas, was published in 1928. Of these fourteen 
sonatas, five are from the Birehall edition and the rest rrom French 
sources: six from Henri Pninicres and three from here Nemesis OtaSo. 
Until 1950 these were the only clavier works by Padre Soier which were 
readily available to the public. In 1150 Leonard Duck edited six 
sonatas from the Birehall volume fox' Francis, Day and Hunter Ltd. of 
London and Hills Company of New York. About this time Oswald donas 
included three of Solar's sonatas in a volume for Simmy. Both Nin and 
Duck, however, took certain liberties in their editing, so that their 
publications are not entirely reliable.
Duck appears to be frank enough about Ids editorial sins, 
adding little notes at the foot of each sonata to detail them, 
but frankness is no help when an editor repeats and deletes 
measures, thickens harmonies, transposes contrapuntal lines, 
and even alters modulations. Besides, comparison with . . . 
more literal transcriptions would indicate that Duck still left 
numerous sins completely unconf eased.6
Recent editions nave been more authoritative. In 195b Macario 
Santiago Kastner brought out four sonatas (two pairs) which aimed, he 
said, "at being the first modern print of sonatas by P. Soier, which, 
instead, of offering arbitrary transcriptions, tries to foliow as 
closely as possible the original settings as contained in the manu~
r-t
scripts."1 Two complete editions, both begun in 1957, are in progress. 
One of these is by an American, Frederick Marvin, who has published 
three volumes containing thirty-four sonatas in all. The other, wliich 
has reached a total of ninety-nine sonatas in six volumes, is the wail
lichard 3. Kill, "Antonio Soier , Notes, 16: 155—157, Dec. M !58
'K&s'uner, “ Introduetion," P. Anionic? Soier: 2x2 Sonatas fut ,_ y at 
Instruments. (Schott, 1956;.
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of Father Samuel Rubio, O.A., former librarian at El Escorial. Both 
collections contain little editing. Whatever corrections have seemed 
necessary because of the condition of the manuscripts are always clearly 
indicated as such by the editors.
When duplications iiave been discounted, a total of 106 sonatas, 
containing 152: separate movements, has been published in these various 
editions. This discussion of Padre Soler's clavier sonatas is based on 
an examination of the 106 sonatas in these editions: 94 from Rubio, 7 
from Marvin, 5 from Kastner and 2 from Nin.
It is the purpose of this paper to examine Soler's clavier 
sonatas against the background of eighteenth-century Spain in order to 
assess their aesthetic value, and to clarify the historical position of 
the Catalan monk-composer. It might be possible thereby to determine 
why Padre Solar was pre-eminent among Spanish composers of his own day 
and to justify the growing popularity of his clavier works in ours.
PART ONE
INFLUENCES IN THE LIPS OP SOLER
CHAPTER ONE
As a result of his geography, the Spaniard 1ms been isolated—  
not only from the rest of Europe, but from other Spaniards across 
the river or over the mountain. Thus he lias grown conservative, 
clinging to his institutions and to his individuality as an islander. 
A broad look at Spain's geography is essential to an understanding 
of the Spaniards.0
The severity of the Iberian Peninsula has paradoxically produced 
an austere and exotic culture. Arid in the south, this land of few 
forests and sparse vegetation is cleaved by wild mountain ranges 
v/hich give rise to bare mesas. The country of the tragic Don Qui- 
jote, elongated figures of El Greco, mystical compositions of Tomas 
Luis de Victoria, and disciplined aescetieism of Ignatius Loyola 
possess £in ethnic virility which imposes itself upon all its sons.9
Spain is a land of contrasts: of high mountains and plateaus and 
low coastal regions; of semi-arid deserts and forests with plentiful 
rainfall; of lands fit only for grazing and others rich with fertility.
Spain occupies most of a peninsula bounded on the south and east 
by the Mediterranean Sea, on the west by the Atlantic Ocean, and on the 
north by the Bay of Biscay and the Pyrenees Mountains, which constitute 
an almost impassable barrier between Spain and Prance. Mountain ranges 
also separate the narrow coastal plains from the high dry plateau of 
central Spain, the meseta, which, in turn, is sectored by still other 
mountain chains.
8Hugh Thomas, Spain: Life V/orld Library (N.Y.: Time,Inc.,1962),p. 11.
■''Prank Morris Carroll, An Introduction to Antonio Soler (unpublished 




Climatic conditions vary with the topogmphy from one part of 
Spain to another: oceanic in the Northwest, continental in the meseta, 
ana Mediterranean in the Southwest. This geogrupnical diversity, pro­
ducing as it does a corresponding diversity in the economic bases of 
society, has contributed to the separation of the Spanish people into 
distinct regional groups, each with its own peculiar culture. "The 
ground the Spanish rest their lives on is soraetriing smaller than Spain. 
They are rooted in their region . . . They are Basques, Catalans, Gali­
cians, Castilians, Andalusians, Valeneians, Murcians, and so on, before 
they are Spaniards; and before they are men of these regions they are 
men of some town or village."10
Catalonia, the richest and most highly industrialized section 
of Spain, is located in the northeastern corner of the peninsula and 
comprises the provinces of Gerona, Barcelona, Lerida and Tarragona.
There the jutting oeaks of the Pyrenees shelter Alpine-type valleys 
where cattle, sheep and goats find pasturage. Many kinds of grain are 
raised, and on the sunny slopes along the Mediterranean, vine and olive 
trees flourish. In the swampy deltas rice is grown. Iron and coal are 
abundant, and there are thousands of waterfalls to provide raw materials 
and power for the many manufacturing centers.
The people of Catalonia have manifested throughout their history 
a fiercely independent spirit. They have clung tenaciously to their 
native Catalan language, which is rather Provencal than Spanish, and 
have created a considerable body of literature in that language.
Catalans, like their Spanish neighbors, are descendants of the 
prehistoric Iberian tribes which emigrated to Spain from North Africa
‘°Victor S. Pritchett, The Spanish Temper (N.Y.: Alfred A. Knopf, 
1954), p. 13.
probably long before the rest of Europe was inhabited. Those Iberians 
>vho settled in what is now Catalonia, however, must have been more rugged 
than the rest, for they were able to resist the onrush of the Celtic 
tribes, who gradually gained possession of the rest of Spain.
These primitive people were independent and individualistic. 
Rather than amalgamate into large tribal organizations, they tended to 
form small local groups called pueblos, to which they were devotedly 
attached. "Thus the effects of the physiographic nature of the country 
intensified this tendency and fostered the typical Spanish inclination 
to gather in towns, to lean toward localism, and to be independent in 
the extreme."^
Phoenicians, Greeks, Carthaginians and Romans had a share in the 
formation of the Spanish character, as each group of invaders took its 
turn to dominate the peninsula.
An incident in connection with the Roman conquest will illustrate 
the character of the people at that time. Saint Augustine, greatest 
of all early Christian writers, deems it worthy of mention in his 
"City of God." The legions conquered only when they occupied the 
land. For six years Numantia defied them. Then the stem edict, 
"Pelenda est Numantia," was proclaimed, and Scipio, Rome's greatest 
general was sent against the city. His genius brought about its 
destruction, but its defenders were conquered only by starvation.
Y/hen the skeletons who patrolled the walls found they could no 
longer repel the attacking forces they resolved upon self-slaughter. 
First they set fire to the buildings of the city, and then cast 
themselves into the flames. Numantia has vanished from the earth.
It exists only in legends, yet its story has influenced mightily 
the character of the Spanish race.12
Eventually many native sons of Spain were to occupy positions of 
authority in the Roman state. The first to sit on the imperial throne *1
Edward Dwight Salmon, Imperial Spain; The Rise of the Empire 
and the Dawn of Modem Sea Power (N.Y.: Henry Holt Co., 1951), p. S.
1 O“"Wilfred Harold Munro, "Introduction: Spain Past and Present" 
in Spain and Portugal, Vol. VIII of The Histoxy of Nations, ed. Henry 
Cabot Lodge (N.Y.: Collier and Sons, 1928), p.xi.
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was the Emperor Trajan. The last of the great emperors was the Spanish 
Theodosius. During his reign the people of Spain became completely 
Romanized. As in Rome itself, so in Spain, the citizens became debil­
itated by luxurious living and rendered themselves an easy prey to 
oarbarian invasion. The fifth century of the Christian era witnessed 
the incursions of the Vandals, Suevi and Visigoths, who dominated Spain 
for three centuries. The importance of the Visigothic kingdom for Span­
ish history was that the Goths copied, and thus preserved, the more 
beneficial aspects of Roman civilization, especially the respect for 
law and order. They also accepted Christianity and became in time the 
staunch, if militant, support of the Church in Spain.
In 711 A.D. Tarik, the Mohammedan, initiated the Arab conquest 
of Spain, and the many centuries of Moorish dominion in Spain lend to 
its story an aura of mystery and romance. "The Spaniards learned much 
of courtesy from the Moors, and the rule of the Moor was easy. His laws 
were few, his taxes were light; he tolerated all religions. . . -So, 
cut off from frequent communication with the rest of Christian Europe, 
Spanish Christianity developed along lines that were peculiarly its own." 
After the noise and tumult of battle had died out, the softer arts of 
peace came to Spain with the Arab scholars, poets and musicians who 
followed in the path of the departing warriors. In 756 Abd al-Rahman I 
established an independent emirate at Cordoba which became the center 
of Moslem culture and philosophy. Music, poetry and art flourished 
during the peaceful reign of his successor, Abd al-Rahman II. Much of 
the future development of European music, architecture, medicine, math­
ematics, astronomy, poetry and philosophy was the direct result of this
13
Although the Arabs were not driven out of Spain as a whole until 
1051, the Catalans, under Prankish leadership, were able to repulse them 
as early as the year 801. For several decades the descendants of the 
Visigoths in the Cantabrian Mountains had held off the Arabs, but in 801 
Charlemagne's son, Louis, with the help of the Catalans, recaptured Barce­
lona and the territory of Catalonia from the Arabs.
Proa that time the Catalan people developed political and social 
institutions different from the rest of Christian Spain. These were re­
tained even after Catalonia became part of the kingdom of Aragon in the 
twelfth century. The Aragonese government respected the rights of its 
subordinate principalities and placed no intermediate officials between 
the central authorities in Aragon and the local administrators of the 
principalities. This local autonomy prevailed even after Spain was 
united under Ferdinand and Isabella three centuries later. The people 
of Catalonia, therefore, enjoyed the privileges of self-goverument during 
more than ten centuries of their history, and their innate spirit of 
independence became thereby ever more deeply rooted in their character. 
Thi3 spirit was to endure trial by fire during the War cf the Spanish 
Succession shortly before Antonio Soler's birth.
When the infirm, incompetent and childless Hapsburg, Carlos II, 
lay dying in the autumn of 1700, he named his sister's grandson, Philip, 
duke of Anjou, as his successor to the throne of Spain. Philip was not 
a Kansburg but a Bourbon, a grandson also of Louis XIV of Prance. His 
succession was therefore contested by the Austrian dynasty in favor of 
the Archduke Charles, who likewise had a legitimate claim to the Crown. 
Soon all of Burope took sides on the issue. War began when Austria
formed an alliance with the Netherlands and England against Louis XIV
infiltration of Moorish culture into Europe through Spain.
K
and Fhilip. The Catalans joined the alliance because they knew that with 
a Bourbon on the throne their autonomous government would be abolished.
With the Treaty of Utrecht in 1713 the war ended in favor of 
Philip, but the Catalans- even though abandoned by their erstwhile ally, 
England, continued to hold out for another year. The siege of Barcelona 
recalls the ancient siege of Humantia by the Romans. Only when starva­
tion threatened the people and almost all the soldiers had been killed, 
did Barcelona surrender to Philip. For their stubborn resistance, the 
Catalans lost almost all ox their ancient privileges including their 
autonomy and their right to use the Catalan language in courts of jus­
tice.
In the Catalan character the spirit of independence— and even of
rebellion— is combined with an unusual amount of pertinacity and loyalty
to family and home. Catalans are a "subtle and gracious people, with a
balanced judgment which they sum up in the essentially Catalan word seny.
According to Francisco Elias de Tajeda, . . . seny means the conviction
that perseverance conquers harshness and that continuity of work ends up
by triumphing over all obstacles. Seny really means common sense and a
14realistic attitude toward life."
Given this spirit of rebellion and its consequent frequent frus­
trations, it is not surprising that the Catalan has often turned to 
creative expression which is original and sometimes revolutionary. Per­
haps that is why so many Catalans have gained eminence in the fine arts. 
The best school of Spanish painting in medieval times was in Catalonia 
where the Lias ter of Tahull created masterpieces in Byzantine style long 
before they were seen in other parts of Europe. Likewise, the Master of 1
1*Walter Starkis, "Spain (2) The People," Encyclopedia Americana 
(N.Y.: Americana Corp., 1957).
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Pedret and the Master of Urgel created original, vigorous, self-assured 
murals during the Middle Ages. By the early fourteenth century there 
were more than a thousand ai'tists in Catalonia alone. One of the most 
independent, artists in history, Pablo Picasso, although an international 
genius, is half Catalan. He was educated at Barcelona, where his father 
was professor at the Academy of Pine Arts. In our day Catalonia ha3 also 
given us the surrealists Joan Miro' and Salvador Dali.
Similarly, Catalonia has been the birthplace of many great and 
near-great musicians.
Francisco Vails (ca. 1730) composer of motets, masses, psalms, 
and oratorios; Jose' dalles (1761-1836) composer of keyboard music 
and sacred music; Jose'Elias (iSth century) organist, composer, 
and teacher of Antonio Soler; Fernando Sor (1778-1839) eminent 
composer of guitar music; Felipe Pedrell (1841-1922) theorist and 
musicologist; Isaac Albeniz (1860-1909) composer born in Gerona. 
near Olot, the birthplace of Soler; Enrique Granados (1867-1916) 
composer from. Lerida where Soler had his first professional ex­
perience; Fernando Obradors (1897-1945) famous composer of art 
songs; Federico Mompou (1893-) composer; Pablo Casals. eminent 
musician and cellist, and Victoria de los Angeles, outstanding 
soprano, all were born in Catalonia. It is, perhaps, due some­
what to the strong ethnic feelings of the Catalonians that the ^
works of Padre Soler have been so recently exposed to public view.
Although Catalonia lost its autonomy when Philip ascended the 
throne as Felipe V, the "enlightened despotism" of the Bourbons was 
advantageous to Spain as a whole, especially for the middle-class 
citizens of every region. The eighteenth century was one of material, 
moral and intellectual progress because of the reform measures of the 
first three of these Bourbon rulers; Felipe V (1700-1746); Fernando VI 
(1746-1759), Felipe's son by his first wife, Maria of Savoy; and Carlos 
III (1759-1788), the son of Felipe and his second wife, Isabel Farnese.
Very gradually under the Bourbons, order was introduced in the
Carroll, op. cit., p. 2.
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financial management of the country, and with financial security came 
the reawakening of interest in learning. Public education was fostered 
and restored. Age-old laws for compulsory education were vigorously 
enforced and malt}- new primary schools, especially for girls, were estab­
lished on estates of noble families or by charitable organisations.
Higher education in what would now be called secondary schools and univer­
sities was encouraged and new institutions were subsidised by the Crown. 
Agencies outside the universities which succeeded in raising cultural 
sti_ndards were the academies of linguistic studies (Academia de la I engua), 
history, fine arts, medicine, letters and law which were established 
during the eighteenth century. The Royal Society of Madrid (Estudios 
Reales de Madrid), under the direction of Fernandez Solano, encouraged 
interest in the natural sciences. Foreign scholars and technicians were 
invited to work in Spain, and scholarships were made available to Span­
ish students for study in Europe and England. That Spain was at no dis­
advantage technologically can be demonstrated by the fact that three 
chemical elements were discovered by Spanish scientists in the eight­
eenth century: platinum, by Antonio de Ulloa; tungsten, by the brothers 
Fausto and Juan Jose' Elhuyar y de Suvisa; and vanadium, by Andres Manuel 
del Rio in Mexico.
In the peaceful reign of Fernando VI, art and letters, as well 
as science, flourished. That monarch is responsible for the foundation 
of the Rational Library in Madrid, the Seminary of Nobles, zoological 
and botanical gardens, the observatory of San Fernando, the Museum of 
Natural Science, and the Hydrographic Museum. It was Fernando's queen, 
Barbara of Portugal, wno brought her music master, Domenico Scarlatti, 
from the court of Portugal to that of Spain. She, herself, was an able 
musician, a worthy disciple of such a master.
17
Thus the Enlightenment came to a Spain wliich was both prepared 
and receptive. One of the prime movers in this awakening was a Benedic­
tine monk, a professor at the university of Oviedo, who "almost single- 
handed kindled the flame that was to arouse Spain from the intellectual 
slumber into which it had fallen at the end of the seventeenth century." 
That monk was Benito Geronimo Feyj&j y Montenegro. He began to publish 
a series of critical essays in 1716 under the title, Teatro crltico 
universal (Universal Critical Stage). By 1739 they comprised nine vol­
umes and were followed by five more with the title Cartas eruditas y 
curiosas (Learned and Curious Letters). Feyjos continued to write until 
1759, wien he was well over eighty years of age. "In the rationalistic 
spirit of the age, he attacked superstitions and prejudices where he 
found them. He condemned torture as a means of obtaining confessions, 
attacked backwardness concerning the role of women, upheld freedom in 
the arts and sciences, ad coated reforms in education. It was Feyjos'
practical, sane mind ana vigorous, clear prose that brought the Age of 
17Reason to Spain."
Father Feyjos was a pioneer, but many other writers followed 
his example and the periodical press burgeoned forth. Some reviews 
were chiefly literary in character; others were historical or encyclo­
pedic; many mo ■? were critical in comment and intent, and even revolu­
tionary, anticlerical and controversial. Taken together, these publica­
tions were potent force in bringing about a virtual renaissance in 
all brane as of learning and social consciousness. *1
iQRichard Herr, The Eighteenth Century Revolution in Spain 
(Princeton, N.J.: Princeton University Press, 1958), p. 37.
1^Guiseppe Sormani (ed.), Spain, Portugal. Andorra, Gibraltar, 
one of nine volumes of The florid and its Peoples (n .Y.V Grcystone
Press, 1963), P* 145.
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Besides the periodical press, the learned societies and the 
univei'sities, another institution, founded during the reign of Carlos 
III, contributed mightily to the material and intellectual progress in 
Spain during the eighteenth century, This was the Sociedades Economieas 
de Amigos del Pais (Economic Societies of the Friends of the Country). 
These pocietias began as informal discussions in the home of a Basque 
nooleman, Javier Maria Munive e Idiaquez, Conde de Penaflorida. The 
discussions covez-ed mathematics, science and current events. In 17b1? 
tlie society had mushroomed into many centers and was nationally organ­
ised with official approval. The chief preoccupation of the national
organisation was popular education and tio progress of agriculture and
18the national industries, so under its sponsorship schools for artisans 
were created and investigations of an industrial and agricultural nature 
were conducted.
Eighteenth-century Spain was, therefore, in a state of economic 
well-being, in which, unaer the "enlightened despotism" of the Bourbon 
dynasty, intellectual achievement was possible. Into this atmosphere 
Antonio Soler was born, and from it, directly or indirectly, he fash­
ioned his musical life. 18
18Rafael Altamira, A History of Spanish Civilization, irons, by 
P. Volkan, ea. by J. B. Trend (London: Constable and Co., 1950), p. 172.
CHAPTER TWO
Padre Antonio Soler was not only an eighteenth-century Cata­
lonian; he was also a member of the Hieronymite Order residing at the 
royal monastery of El Escori&l. It was in Spain and Italy in the four­
teenth century that the congregation of Hieronymites, or monks of Saint 
Jerome, vsas formed by the amalgamation of several groups of hermits.
The cradle and center of the congregation in Spain was the monastery of 
San Bartolome* de Pupiana. Fernando Pecha, its first prior, obtained a 
bull confirming the Order on October 18, 1373, from Pope Gregory XI, 
who imposed the Rule of Saint Augustine on the new congregation. Never­
theless, the name of Saint Jerome, whom the religious chose as model end 
petron, was retained.
Leading a very austere eremitical life, the monks of Saint 
Jerome spend much of their time in prayer and contemplation and devote 
several hours each day to study and manual labor. Their monastic habit 
consists of a white tunic with a brown scapular and mantle. Meals are 
frugal but nourishing, and the bare cells in the monastery' contain 
little else than a hard bed, a desk and a chair.
In religious matters, as in all other facets of life, the spirit 
of todo o nada (all or nothing) informs the mentality of the Spanish 
people. This spirit may lead to heroism and sanctity, if directed 
properly; if not, it may end in fanaticism and intolerance. It has in­
spired the great mystics and ascetics, Saint Teresa of Avila, Saint rohn 
of the Cross, Sami Peter of Alcantara and Saint Thomas of YUlanova;
19
It has motivated such men as Saint IgnatiU3 of Loyola anti Saint Francis 
Xavier and countless missionaries to the New World. It also brought 
about the Inquisition— even if a political institution as much as, if 
not more than, a religious one— and a ruler like Philip II.
Philip II (l556-9b; occupied the throne of Spain during one of 
ills country's greatest centuries. Ke was a man of mystery, apparently 
devout and magnanimous, yet intolerantly bigcted; seemingly strong of 
character, yet marked by mental and emotional, imbalance.
His personality is reflected in the Escorial, that prodigious 
monument which he built in the rocky chaos of the Sierra G-uadarrama, 
three thousand feet above sea level, amid the slag of abandoned iron 
works. It was a fortress, palace, convent, ministry and mausoleum 
all in one; planned in the form of an instrument of torture, erected 
to commemorate a military victory, and placed under the protection 
of a martyr.19
This monumental structure, SI real Monasterio de San Lorenzo del 
Sscorial (the royal monastery of Saint Lawrence of Escorial) located in 
the town of Escorial, twenty-3even miles northwest of Madrid, was Soler’s 
home for more than thirty years. It is doubtful that he ever left the 
enclosure except for brief periods when he was asked to supervise the 
building of an organ in one of the churches in the area.
Work on the Escorial monastery was begun in 1563 under the archi­
tect Juan Bautista de Toledo, and after his death in 1567 work continued 
under one of the greatest Spanish architects, Juan de Herrera. The plan 
of the building is in the form of a gridiron, presumably to recall the 
martyrdom of its patron, Saint Lav/rence. Just beyond the main, entrance 
is a vast courtyard, the Patio de los Rayos, measuring 330 by 210 feet.
At the center is a domed church where the kings of Spain and the queens 19
19H . Daniel-dope, The Catholic Reformation, trans. from the French 
by John Warrington (k'.Y.i 8. P. Dutton, 1962), p. 153.
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who wore mothers of kings are buried. On either side of the church are 
the state apartments. In the other two corners, symmetrically arranged 
and designed, are the college and the monastery, each with four small 
inner courts sixty feet square.
The unbroken, relentless yellowish-gray color of the granite 
further emphasizes its size and austei'ity. In the far distance is 
a background of bare mountains; close by are the desolate plains 
in midst of which the Escorial stands aloof and dignified, seem­
ingly a version in stone of the personality of the monarch for 
whom it was built.20
Philip II invited the most austere of monks to live in this 
most austere of monasteries, and so until 1835 the monks o? Saint Jerome 
dwelt in the claustral part of the huge edifice. Since 1385, however, 
the Augustinians have had charge of the monastery, college and libraries.
Although Philip II lived almost like a monk himself, the Bourbon 
rulers of the eighteenth century were of a different stamp. The atmos­
phere of the Escorial is not that of Versailles; therefore, these kings, 
while dutifully holding court at the Escorial each autumn, sought to 
mitigate the severity of their somber surroundings by courtly entertain­
ment to which even the monks had to contribute their time and talent.
Whexi Solcx went to El Escoxiai m  1752, Sysin was under the rul
of Fernando VI and his queen, Barbara of Portugal. Both Farinelli and 
Domenico Scarlatti accompanied the royal court to Escorial from October 
to December eacn year, and it was then that the young monk became ac­
quainted with these famous Italians. Scarlatti died in 1757, and some­
what later Farinelli returned to Italy, so that Soler became the chief 
musician at the Escorial court during the reign of Carlos III. His
primary duty was to instruct the Infante Don Gabriel, and to compose 
music for the entertainment of the court. Most of the clavier works,
20Guiseppe Sormani, op. cit., p. 114.
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however, as well as rnucn of the chamber music, m s  composed for the 
Prince's own pleasure. In spite of this musical and social milieu, 
Padre Soler remained a devout rnonx, dedicated to the practice of his 
religious duties.
Just as Soler did not cease to be a monk from October to Decem­
ber, he did not cease to be a musician during the rest of the year.
21H h n t e l l s  us that the Escorial, in spite of its austere 
exterior and grim associations as the burial place of kings, was not 
exclusively a place of prayer and penitence. Music and drama were held 
in honor there, and the seminarians took part in the production of the 
dramatic classics of Spanish literature, These productions were accom­
panied by music of various kinds. These plays, for which Soler wrote 
music, were performed only within the walls of the Escorial, as part of 
the cultural, educative program.
In regard to religion, two other qualities of the Spanish men­
tality besides the spirit of todo o nada, become operative: these qual­
ities are a contempt for life and a joy in living. At first glance 
they may seem to be incompatible, but it can be shown that this is no 
paradox.
Like all peoples accustomed for centuries to struggle against 
economic difficulties, like all races that are rather turned in on 
themselves and bound up in their own provincial traditions and 
customs, tne Spaniards possess the philosophy of humble people, 
of poverty and renunciation. But it must not be forgotten that 
a large part of their character is that ox the caballero. the 
hidalgo (hi.jo de alroj, "son of a somebody," that is, of an im­
portant person.
Even the lowliest beggar deems himself a "son of a somebody", 2
21 - \ Giloert Chase, The Music ox Spain yN. Y.: W,W. korton, 1941;,
p. 114.
2o“Somani, op. cit., p. pO.
and besides, is he not a son of God? This deep-seated faith in his 
status as an adopted heir of heaven gives him a sense of his own worth, 
dignity and nobility, and leads him to a contempt for mundane things, 
even for life itself. Because he relates all his activities to his 
final destiny in eternity, he esteems life after death as of more 
value than temporal existence. Since he attaches so little value to 
material things, he xs axao content with Xu v. .^xe, and nence 
he is happy and even joyful. Those who have worked for the material 
advancement of Spain have had to counteract this attitude of indif­
ference and self-satisfaction in the common people. It is so inbred 
in their temperament that even those who have no faith in God are of­
ten imbued with it:
It is as if the Spanish soul had two sides, one day, the other 
night. On one side there is the positive, sociable, vivacious and 
relatively simple Spanish character; on the ether something diffi­
cult to discern, only to be guessed at behind the silence and mys­
tery in which it lies concealed; a 17th-century sense of mortality 
and contempt for life.^3
The Spaniard, therefore, either gives himself entirely to the 
service of God, in religious or secular life, or else he becomes an
avowed and violent- enemy of the Church and all religion- lx he does 
remain a faithful member of the Church, he does not regard the practice 
of his religion as a gloomy thing. He sees no irreverence in feeling 
at home in a church, since it is his Father's house. So he enjoys the 
ceremonies, processions, festivals with uninhibited fervor, even to the 
dancing of the choirboys (Seises) in the sanctuary of the Sevxlle Cathe­
dral on the greater feast days. He bring? his whole being: body, mind, 
soul, passions and all, to the worship of God. Consequently, there is 
no incongruity between the earthy, dancelike gaiety in so much of Soler's *•
23•AryDia. p. 67.
music and his life as a monk amid the austere surroundings of the Escorial. 
After all, he v.as a man of eighteenth-century Spain, Humanism had re­
placed mysticism in religious philosophy; the Age of Reason had begun to 
demand clarity of expression ana the musicians had abandoned tne heavy 
serious baroque complexity in favor of the elegance of the rococo or the 
simplicity of the '• express-ve school. Stic* „ ...-aviw reflect
these tendencies, as well as his Spanish-Catalan character, as one would 
expect them to do.
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CHAPTER THREE
Antonio Soler, and. eighteenth-century Spain, inherited a long 
and glorious tradition -f r- ■■■'- -*n! -■■.cellence from th musicians of pre­
ceding eras. The native love fo music in the early Iberians was 
raised to a nigh level of perfection during the Moorish domination of 
the peninsula. In the ninth century, Ziryab came from Bagdad to Cor­
doba to teach singing, lute playing and the theory of music. Highly 
ornate and melismatic Mozarabic and Visigothic chants enhanced the 
early Christian liturgy; the Visigothic being prevalent particularly 
in Catalonia. It is from this liturgical chant that Spanish folk 
music developed its modal characteristics, traces of which can be 
found in Soler's work.
Particularly important to Spanish musical history, however, 
was the popularity of the Moorish lute which eventually became the 
Spanish vihuela or guitar. The influence of this instrument can be 
noted even in the compositions of present-day Spaniards. In the fif­
teenth and sixteenth centuries, the vihuela provided the impetus for 
the development of instrumental musical styles, and the variation- 
form improvisation, which originated in Spain at this time, soon 
spread into England and throughout the Continent. Developments which 
were taking place in Europe during these centuries were also brought 
to Spain, chiefly to tne courts of Aragon, Catalonia and Castile.
Because the transition from the Renaissance to the baroque 
took place in the seventeenth century, and composer^ were experimenting
25
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with the new styles, that period has been considered one of decadence,
of aii artificial and over-elaborate style. This is true, to a certain
extent, also in Spain, but not as much as one might suppose. Paul Henry 
24juang says that during this time even gifted musicians, who had been 
trained to compose music upon a cantus firmus, were helpless when they 
tried to write a piece of music without a given theme. This insecurity 
was part' f'”’ar' painful in the Franco-Flemish school where tne "bor­
rowed chanson melody was divested of all its natural and spontaneous 
charm and was engulfed by the smoothly running, infinitely polished 
contrapuntal parts; but the Spanish composers, while equally at home in 
this style, were less internationally-blinded than their Flemish col­
leagues and absorbed a great deal of the spirit of the folk song."
They disregarded the precepts of strict contrapuntal writing and fell 
back on their great treasure of folk music.
This tendency to revert to folk music for inspiration can be 
noted throughout the history of Spanish music from the Visigothic 
chants through the tonadas of the .jugiares in medieval times, and 
again from the seventeenth century to the present day.
Among the men who helped to usher in the baroque era was Juan 
Pujol (c. 1575-1626), a great Catalan master. He was able to employ
the new techniques without losing the"austere and inimitable Spanish 
25character" of his works. At a time when international style was 
being created, Spain, while contributing to that creation and accepting 
foreign ideas, remained relatively independent, both musically and cul­
turally «
■^Paui Henry Lang, Music in Western Civilisation ( N. Y.: W.W. 
Horton, 1941) p. 424.
25Ibid., p. 425.
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The ancient monastery >if Montserrat, where Antonio Soler was 
educated, had long been famous for its tradition of musical excellence. 
Some of the best musician.';, and the most forward-looking. were members 
of the Benedictine Order there. Outstanding among these were Juan
Romans, Juan Marques and Juan Jose' Cabanilles (164-4-1712), an ''organist-
26composer of great fertility and colorful imagination." Among Cabanilles1 
students vwa3 Jose" Elias, who in turn, was to become Soler1 s teacher.
It was to this musical scene that Antonio Soler was born in the 
early eighteenth century. Several elements in that scene were more 
directly influential than others in the formation .us musical style.
One of these was the "progressive" senool at Montserrat; another was the 
prevailing imr . un guitar and folk music; while a third element was 
+v omparatively advanced state of instrumental composition in Spain 
and Catalonia at that time.
Besides these three elements, the dominance of Italian musicians 
in eighteenth-century Spain was a potent influence on Soler1s work.
This situation was the result of the ascendancy of the Bourbon dynasty 
in Spain. Felipe V's first wife was an Italian princess, Maria Louise 
of Savoy. When she died in ;714, Felipe married Elizabeth Famese,
Duchess of Parma, who soon became the real ruler of Spain. It was she 
who brought Farinelli to the Spanish court. Italian opera gradually 
replaced native lyric drama, but the Spanish art did not yield without 
a struggle. Even after the Italians completely dominated the Spanish 
stage, the common people clung to their zarzuelas and tonadillas in 
which folk music played a large part.
Femanao Vi's marriage to Barbara of Portugal brought another
26Ibid., p. 425
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Italian, Domenico Scarlatti, to Spain. This master, whose Influence on 
Soler was appreciable, was almost more Spanish than Italian, however. 
Scarlatti was a Neapolitan and as such possessed an innate love for pop­
ular music. An examination of his keyboard sonatas reveals that he “lent
a more attentive ear to the popular songs and (.lance tunes of Spain than
27to the trite conventionalities of the Italian opera in Madrid."
Just precisely what connection existed between Scarlatti and
Soler cannot be determined definitely. Soler became a monk at SI Esco-
rial in 1752 and Scarlatti was at that time, and until his deatn five
years later, associated with the royal court. It would be probable that
a dedicated musician like Soler would seek the acquaintance of such a
musical figure, at least during the time that the court resided at Es-
corial. Indeed, they may have known each other long before that, when
Soler was still a student at Montserrat, if it is true, as Frederick
Marvin asserts, that Soler*s “fame spread beyond the walls of the mon-
28astery, and he became known throughout the entire musical world."
In a letter to Padre Martini in Italy, Soler stated that he was 
a disciple of Scarlatti. He may have meant, of course, that he modeled 
his sonatas on those of the older man, but it is just as possible that 
he meant the statement literally. After a visit to Spain, Lord Richard 
Fitswilliam, a contemporary of Soler, took back to England twenty-seven 
of Soler*s sonatas, which were subsequently published. In the preface 
to the publication, Fitzwilliam said, "The original of these harpsi­
chord lessons was giver, to me by Father Soler at the Escoria!, 14th 
February, 1772; Father Soler had been instructed by Scarlatti." It is
2*7Gilbert Chase, op. cit., p. 110.
poFrederick Marvin, Notes on Decca record jacket, DL 8337.
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reasonable to presume that Pitzwilliam received this information directly 
from Soler. There are ai30 two copies of another early collection of 
Soler's sonatas, one in Paris and the other at the Bscorial. This col­
lection is entitled XII foccate per cembalo coiaposta dal Padre Antonio 
Soler dlscepolo de Domenico Scarlati.
That Padre So3.er was in fact a pupil of Domenico Scarlatti is 
borne out by an examination of Soler's clavier sonatas. Hot only are 
most of them in the same form which Scarlatti used— the binary form 
universally employed at that time— but they are also written in the 
same harpsichord style and with similar harmonic and modulatory con­
struction. This should not be considered a mere coincidence, but 
rather an evidence of positive influence upon Soler by the Italian 
master.
For all that, Soler is not just an imitator of Scarlatti, but 
brings to his work his own individuality. He was, after all, a genera­
tion younger than Scarlatti and was not yet Thirty years old when Scar­
latti died. Soler responded to the changes in the sonata idea which
29developed after Scarlatti's death. William Newman says that after 
sufficient exposure to Soler's works, one must reject the typical polite 
acknowledgment of Soler as the composer of charming, innocuous copies of 
Scarlatti sonatas. The similarities owe as much to the common heritage 
of international styles and of indigenous Hispanic elements as to a 
direct borrowing from the master.
In the second place, Soler's range of forms, styles and expres­
sions is nearly the equal of Scarlatti's, including big as well as 
small, old as well as new, and dramatic as well as pastoral. Thirdly, 
Soler is qui^e as much of an individual as Scarlatti is, but -with his 
own different brand of poetry, novelty, folklore and exaltation.29
2ywi lliam S. Newman, op. cit., p. 280.
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The differences which can be noted in the music of the two com­
posers stem from two basic differences in their backgrounds, one his­
torical and the other, enviroRmorual. First of all, Scarlatti lived 
closer to the baroque era and so couched his musical ideas with greater 
complexity than did Soler, who complied with the demand of his day for 
clarity and simplicity. Furthermore, Scarlatti was associated with 
courtiers for most of hie life, even before he left Italy. Soler, on 
the other- bana, sprang from middle-class Catalan people, was educated 
in an out-of-the-way monastery, and became a monk himself. His asso­
ciation with courtly life was only that which was compatible with his 
vocation as a member of one of the most austere of religious orders. 
This environ tental difference affects the approach each composer had 
to the foil: elements in his music.
hirers Scarlatti detains himself in time to prevent a lapse 
into f d-klcric vulgarity, Soler plunges in headlong with an 
almost elemental naivete which in some cases is respectable 
only by virtue of its sincerity and intensity. In the case 
of Scarlatti, the influence of Spanish music and civilisation 
represents a major constructive force incorporated by a tower­
ing musical genius into orderly patterns of great originality.
In Soler5s case, however, this influence dominates every other 
feature of the music and seems to be the end to which the com­
poser is exclusively devoted.-''0
This approach of Soler to the Hispanic elements in his music is 
not due entirely to his environment. The spirit of the eighteenth cen­
tury was humanistic and dedicated to the uterest of the common man.
The aesthetics of that century held that the task of music, like that 
of the other arts, was to imitate nature, to be -reasonable and logical, 
to oe pleasing anc simple and to achieve these ends by symmetry, bal­
ance ana clarity.
50Fernando Valenti, ftotes on recora jacket, Westminster, 3322.
Two general styles emerged during this period of transition from 
the baroque to the classic age. Some features of each of these can be 
seen in Soler's clavier sonatas. The first style is that of the rococo, 
or style galant, which was first cultivated in French aristocratic cir­
cles. It is witty, sophisticated, polished, elegant, playful and ornate.
31It is baroque "decorativeness without grandeur."
The other style arose in Germany somewnat later and is known as 
the empfindaamer Stil, or the "expressive" style. This style "was an 
affair of the middle class; it was the style bourgeois. It domesticates
the baroque affections, turning them into sentiments of the individual
. „32 sour.
These two styles were combined by the middle of the eighteenth 
century and emerged in full bloom In the classic period. Padre Soler'i 
clavier sonatas are for the most part written in this middle-of-the- 
road style; they are neither over-sophisticated and ornate, nor are 
they cver-expressive and sentimental. To whatever style or f~rs he 
employs, however, Soler brings the stamp of his own individuality, an 
individuality that was woven upon the loom of his environmen t and times 
with a warp of Catalan, independence and austere monastic life and a woof 
of Spanish folk music and cosmopolitan instrumental style.






The great stylistic changes in musical composition that occurred 
during Padre Soler’s lifetime are reflected in hi3 music. Although it 
is impossible to date his clavier sonatas with absolute accuracy, it can 
be presumed that those which resemble the typical Scarlatti sonata are 
early ones. Binary in form, these sonatas contain an abundance of 
material, with the principal theme toward the end of each half; asym­
metrical phrase groupings; linear features, and a harmonic rhythm con­
siderably slower than that of the baroque, but still more fluid than 
that of later styles. These early sonatas also employ Scarlattian harp­
sichord techniques, such as hand-crossings, embellishments to enhance 
melodically important notes, trills on the final chord, echo effects or 
terrace dynamics, use of the extreme ranges of the keyboard and varia­
tion in texture to obtain dynamic contrasts, brilliant successions of 
thirds and aroeggiated base figures.
An apparently early work which contains an abundance of unrela ted 
material is the Sonata in D major, R. 86. It opens with the following 
motive:
Example 1. Sonata in B major, R. 36, meas. 1-6.
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This motive, with its closing measures, serves as an intro­
duction to establish the basic tonality, but it does not reappear later 
in any form. Instead, the following motive is found in various guises 
over a constantly-changing tonal background to make up the first theme: 
Example 2. Sonata in D major, R, 86, meas. 14-15.
After that, the main theme follows in the dominant, the usual
closing tonality for the first half. This theme states three distinct 
ideas within the space of a few measures:
Example 3. Sonata in D major, R. 86, meas. 27-30; 32-34; 46-48.
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Actually} the several themes of the sonata just cited are 
related, since each is based on an ascending cr descending scale line 
m  parallel or contrary motion; it is the treatment of this idea which 
produces such variety. In the Sonata in P-sharp major, R. 90, the 
many ideas seem to have fewer relationships with each other. The open­
ing motive (Example 4 ) is followed by material which differs in texture, 
range, rhythm and feeling (Example 5). After the fermata, still an­
other idea presents itself (Example 6):
Example 4= Sonata in P-sharp Eiajor, R. 90, meas. 1-5.
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Example 5. Sonata in P-sharp major, R. 90, meas. 21-24.
In many of his clavier pieces, Soler organizes his melodic 
material into irregular or asymmetrical phrases. For instance, in the 
first half of the Sonata in D major, R. 86, cited above, the phrase 
lengths are 5, 5, 3; 13; 5, 5, 5, 4; and 7 measures* Similarly, the 
Sonata in D minor (en modo dorico), R. 15, opens with a seven-measure 
introduction which is repeated with a five-measure cadential extension. 
The measure pattern for the phrases which follow is 9, 8, S, and 4.
The main theme is 13 measures long and it is repeated with a nine-meas­
ure cadence.
Contrapuntal features are apt to predominate in the early works 
more than in others, except for the intento movements of the late so­
natas. About one-sixth of the sonatas or sonata movements open canon­
ically, often with a stretto. Many linear aspects can be noted in the 
Sonata in G major, R. 82. Example 7 shows the canonic opening and 
stretto, and example 8, some use of imitation and variation of the open­
ing motive:
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Example 7. Sonata in G major, R. 82, meas. 1-5.
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Example 8. Sonata in G major, R. 82, meas. 14-17.
i
= T — ___t _ ic ____y..—i c ___ l— ------------------- -










r> A M T~ ftr im----jJ— ww r “ ^ ^  j
r  1 # 4
—
A third voice is added to the texture at the beginning of the
second half;
Example 9. Sonata in G major, R. 82, meas. 45-50.
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This adding or subtracting of voices with apparent abandon is 
a feature borrowed from the impressionistic polyphony of the classical 
guitar literature. Soler uses this license much less often than Scar­
latti does, perhaps because he was also an accomplished organist and 
true polyphony can be produced on that instrument.
The Sonata in G minor, S. 47, is also constructed horizontally 
as is evidenced by the first few measures:
Example 10. Sonata in G minor (en modo dorico) - li. 47* meas. 1-17.
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In many of + _ie early sonatas5 as well as in some later ones* 
Soler builds up tension in the Scarlattian manner by a constant shift 
in harmony in progressively dissonant, or progressively thicker blocks 
of chords. A few examples will illustrate this device;
Example 11. Sonata in P major, R.6, meas. 20-24.
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Example 12. S
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example 13. Sonata in D major, R. 84, teas. 69-78.
This device and the cadential formulae associated with Scar­
latti's style were probably inspired by guitar music. Soler's early 
worics frequently end v/ith such a cadence, but his late ones do not. 
The Sonata in D major, R. 84, is a case in point, and other examples
can be given:
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Example 15. Sonata in E-flat major, R. 2, meas. 36-40.
Example 16. Sonata in D minor, S. 15> meas. 140-142.
(en aodo dorico)
Example 17. Sonata in E minor, R. 26, meas. 116-120.
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Example 18. Sonata in £ minor, R. 2 7, meas. 122-126.
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Example 19. Sonata in G major, R. 31? meas. 78-85.
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Brilliant passages in thirds and arpeggiated bass figures occur 
frequently in the early works, but these features are also present in 
the later works. Interesting as these early works are, they do not 
manifest Soler's originality and mastery of composition as well as 
those sonatas which presumably were written later. The sonatas of the 
"sf ddle" period are transitional in style and have late baroque elements 
mingled with pre—classic ones- Most of Soler's sonatas fall into this 
group and show him to be a daringly independent, imaginative and com­
petent composer.
Stylistic features which are peculiar to the preclassic sonata, 
especially to the galant or rococo type, include appoggiatura sighs, in­
cessant short trills, series of triplets, syncopations, dotted rhythmic 
figures, and specific directions regarding dynamics and articulation. 
Thin, two—voiced texture predominates in the early preclassic sonata,
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and also an oscillating baas lino of broken octaves, Alberti figures or 
repeated notes. This bass line provides » rudimentary chordal accompani­
ment with a slow harmonic rhythm. Cadential trills are placed on penul­
timate chords rather than on final ones as in the earlier style.
A somewhat later type of precla3sic sonata, the empfindsam or 
express' e style, coexisted with the galant and contributed several 
other features to the sonata of this period. Of paramount importance 
to the composer of this school was the expression of emotion and feei- 
iry;. Consequently, the melodic line became even more fragmented, with 
many more pauses, rhythmic diversity and variety of ornamentation. 
kp(tO£ ,̂ t-nra sighs were intensified by wider leaps up or down and became 
increasingly dissonant. An enriched texture, les? use of chordal basses, 
and surprising key changes contributed a new element of color to the pre- 
clas-sic sonata. Often, too, the quality of fantasy or drama was sought 
for its own sake by the insertion of operatic recitative or parlando
passages.
Many of the galant and expressive qualities are present in 
Soler's preclassic sonatas. The Sonata in C major, R. 8, exhibits such 
galant features as trills, dotted rhythms, appoggiaturas and dynamic 
indications:
Example 20. Sonata in C major, R. 8, meas. 25-28; 44-49; 66-67; 81-85.
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Characteristics of the "expressive" style arc exemplified in 
the Sonata in C-sharp minor, R. 20t
Example 21. Sonata in C-sharp minor, R. 2C, meas. 1-5; 10-13; 29-32.
Expressive pauses and unusual harmonies color the Sonata in C 
minor, M. 2:
Example 22. Sonata in C minor, M. 2, meas. 41-57.
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Many other examples could be given to show Soler's use of the 
techniques developed by the writers of the expressive school. Violent 
changes of mood and surprising modulations occur in the Sonata in E-flat 
major, R. 22. The sonata begins with a lyrical theme in the tonic key, 
but at measure nine a modulation to C major is begun. This leads to a 
freer section at measure twenty, with virtuoso passages and expressive 
pauses. After that a return to the initial mood is made and the actual 
second theme in A-flat major and the usual cadence on the dominant.
The Sonata in P major, R. 75, also has many expressive features 
including trills, appoggiaturas, pauses, surprising key changes, bril­
liant passage work, and even a glissando.
It is the Sonata in G minor (en modo dorico)R. 81, however, 
that is the prime example of Soler's use of the expressive style. It 
begins prestissimo in alia breve time with an etude—like figure:
Example 23. Sonata in G minor, R. 81, meas. 1-4.
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A cantabiie theme in 6/8 is then introduced, followed by a
return to the first theme. This theme then alternates with the can— 
labile, which has a fantasy-like extension:
Example 24. Sonata in G minor, R. 81, meas. 33-45.
This alternation between the fast and slow themes continues 
throughout the rest of the sonata. In speaking of this composition
Newman'"' said that Soler only x-arely used programmatic titles but that his 
most individual movements are his most subjective ones in which fantasy is 
allowed free play. "Now dreamy, now Introspective and brooding, now impas­
sioned, this sort of music by Solex', though more delicate and subtle, has 
a surprisingly close affinity with the empfindsam fantasying of Emanuel 
Bach."35
Padre Soler's apparently late compositions have fewer boji Oyue 
elements and more classic ones, although, paradoxically, it is here that 
the contrapuntal intento movements are found. Many elements of the high 
classic style can be found in these late sonatas. Not only are many move­
ments in sonata-allegro fora, but also the phrases tend to be more sym­
metrical and balanced, the themes more clear-cut and the tonal planes 
broader.
The more closely Soler approaches the classic idea, however, the 
less original and interesting his works seem to be. This may be a twen­
tieth-century opinion, of course, based on the experience of several gen­
erations after Mozart and Haydn. Some of the movements in Soler's late 
sonatas that seem tc be trite, redundant, meaningless imitations of Mozart 
or Haydn, may have been novel enough in the eighteenth century, at least 
in Spain. Although not all of the movements in the late sonatas are 
squally appealing, there are many which are pleasing, light-hearted and 
interesting.
The Sonata in G major, R. 40, although not in sonata-allegro form, 
exhibits many Mozartean characteristics. Typically classic turns of phrase 
give a certain charm to the Sonata in F major, R. 56, and the fourth move­
ment of the Sonata in G major, R. 94 is also classic in style.
'"Newman, op. cit., p. 285.
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Example 25* Scnata in G-. major, R. 40, ®eass 1-8; 16-20; 69-62.
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Example 26. Sonata in P major, R. 56, meas. 1-4.
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In addition to the general features of the late baroque, preclassic 
or classic styles which can be noted in Soler's clavier sonata.*5, there are 
others which are peculiar to his individual style and which are present 
more or less consistently in all his works. The most obvious of these 
features are a result of his Spanish nationalism. Not only does he incor­
porate Spanish melodies and dance rhythms in his pieces, but he brings to 
his music a temperament both fiery sued meditative, violent and tender, 
serious and capricious. The influence of the guitar is all—pervasive ana 
is manifested in many ways. At times ooler imitates the rasqueado effect 
which the guitarist produces by sweeping over the strings with the tips 
of his fingers:
Example 28. Sonata in B-flat major, M. 26, meas. 73-79.
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Rolled chords, arpeggiated bass figures and incessant repeti­
tions of one note are also idiomatic to the guitar. The latter is used 
especially to accompany flamenco singing and dancing, where it is some­
times the repetition of a melody note, or sometimes an accompaniment note 
or chord. All of these devices can be found in Soler's clavier sonatas. 
Sometimes he uses aociccaturas to intensify the strumming effect of re­
peated notes. Often the repeated figures in the bass line result in an 
ostinato typical of guitar accompaniment. Example 50 shows Soler's use 
of repeated notes in the melody and also a typical guitar bass line.
The arpeggiated bass fig-re which begins in measure 15 continues for 
several measures and is a guitar effect which Soler uses very often in
his sonatas:
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Example >0. Sonata, in F major, E. 6, sseas. 7-16.
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Some of the examples already cited for other reasons also 
indicate these same devices. Examples 12, 13 and 22 have repeated 
notes or chords, and the use of the bass ostinato at a cadence is 
shown in Examples 14, 15, 18, 19 and 29. An example of the acciacea- 
tura used with a repeated note is this:
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The following examples not only illustrate the typical guitar 
cadence but also the wide spacing possible on a string instrument 
through use of adjacent strings, stopped and open.
r* —
Example 32. Sonata in E major, H. 34, meas. 70-74.
The sonata just cited opens with the punteado technique of classi­
cal guitar in which arpeggiated chords alternate with single detached 
notes:
Example 34. Sonata in C major, E. 7, meas. 1-3.
Another influence of guitar music on Soler's work is his fre­
quent use of an inner pedal or accompaniment figure with the melody al­
ternating above and below it. The technique is the result of the neces­
sity of the guitarist to steady his hand by dwelling on one or two notes 
as the others are changed. In regard to the presence of this inner pedal
ir: Scarlatti' 3 compositions, Ralph Kirkpatrick lias said, "in some of the 
handcroasing pieces the left hand reaches over the strumming accompaniment 
as if to touch the chanterelle, and returns to set the open bass string in 
vibration."-' This effect can be found very often in Soler's work also. 
Examples 20 and 29 show a single inner pedal note, and the following ex­
amples indicate the device even mare positively:
Example 35. Sonata in E-sharp major, R. 90, meas. 35-57.
Example 36. Sonata in G minor (en modo dorico), R. p7, meas. 25-29.
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Example 37. Sonata in E-flat major, R. 2, meas. 4-7.
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54Ralph Kirkpatrick, Domenico Scarlatti (Princeton: Princeton U. 
Press, 1953), p. 205.
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In popular guitar style the aceompanimcnt occasionally descends 
to an octave below the melody note to move parallel with it i’or brief 
passages. Once in a while we can find this effect in Soler's work. 
Since the guitar is timed in fourths, except for one pair of strings in 
thirds, chords built on fourths and incomplete chords are widely used 
in Spanish harpsichord music of the eighteenth century, This tendency 
is also observable in Soler. Example 34 is a case in point, but others 
could be cited:
Example 38. Soi^tta in G major, R. 12, me&s. 1-6.
Example 39. Sonata in D major, R. 74, meas. 117-120.
Most of these guitar effects and the other Hispanic features in 
Soler's style have a direct bearing on the harmonic, melodic and rhythmic 
elements in his music. Similarly, the general styles of the baroque, 
preclassic and classic periods have a bearing on the formal elements in 
the sonatas. Each of these elements will oe treated in more detail in
the following chapters.
CHAPTER FIVE
Some of Padre Soler1 a sonatas are monothematic; either they have 
no second theme at all, cr the second theme is a variant of the first one. 
In a few other aonatas, presumably late ones, Soler opposes two contrast­
ing themes to build a true sonata-allegro movement. Most of the sonatas, 
however, contain a plurality of ideas which Soler is quite consistent and 
logical in utilizing throughout the work.
The forms which result from his organization of thematic material 
are of several kinds and might be taken to illustrate the historical 
development of the sonata-allegro form from a simple binary origin. Most 
of the sonatas are bipartite, the early ones being very ixke a typical 
Scarlatti sonata.. In these works, however, and especially in the pre- 
classic sonatas, many tendencies toward the sonata-allegro form are mani­
fested. In some there may be a real second theme, but no development; 
in others there is an actual development though based on a new idea; 
occasionally there will be a return to the tonic key, but not the first 
theme, at the beginning of the second half; then there may be a true re­
capitulation but no development section.
In addition to these binary and sonata-allegro movements, Soler 
also uses ocher designss rondos, dance movements and some free foxms.
One of the monothematic binary pieces, the Sonata in A minor, P.70,
is a "dexterous exploit in scales" and "could pass as an ideal parody,
•35before the fact, of a Czerny etude." This sonata is organized on the 35
35"Newman, op. cit., p. 281.
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conventional binary plan. The cadence of the first half is in the domi­
nant, the tonality which opens the second half, which then modulates back 
to the tonic at the end.
Another etude-like work is the Sonata in G major, R, 13, which 
also makes use of a single theme. The three themes of the Sonata in E~ 
fiat major, R. 2, are so closely related that no juxtaposition in the 
classic sense is possible.
A very "modern"-sovmding, mono thematic work, the Sonata in G 
major, R. 43, departs from the customary harmonic organization of a 
binary sonata. At the beginning of the second half, set off by a double 
bar, is an eight-measure insert in B-flat major using the same thematic 
.material that had been introduced previously. A cadence or the dominant 
had closed the first half as usual, and after the insert, the dominant 
tonality is resumed, again according to custom. The excursion into the 
mediant (lowered III of G or VI of D) recalls the future Schubert, and 
might be cited as an example of a rudimentary development.
It is in the sonatas with two or acre themes, however, that the 
tendencies toward the sonata-allegro form become more apparent. In re­
gard to these tendencies it should be emphasized that the preclassic 
sonata should be judged on its '■■wn aesthetic, and not according to its 
approach to a later form. Besides, form, by itself, is not the most 
important aspect of a composition. Nevertheless, it is interesting to 
note the tendencies toward the classic sonata whenever they occur.
In defining the anatomy of a Scarlatti sonata, Ralph Kirkpatrick' 
distinguishes between a "closed''1 and an "open" sonata. If the initial
^Kirkpatrick, op. cix. . p. 266.
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idea returns at the beginning of the second half, the sonata is a closed 
one; if it does not return, the sonata is an open one. Since the main 
theme is always near the close of each half in a Scarlatti sonata, the 
return of the initial idea in the second half is not really necessary. 
Furthermore, the primary function of the initial idea is to set the mood 
of the piece and to introduce the main themes. Scarlatti brings back 
the initial idea only when the length or character of the first half 
makes the re-establishment of the mood necessary.
Soler follows this practice in some of his works, especially in 
the early ones, more often, however, he uses the "closed" form for his 
sonatas. Although in many of these the opening rheme is still nox the 
principal one, it is deemed sufficiently important to be restated in the 
second half. For example, the Sonata in E major, R. 34, has a short 
initial theme which is restated literally in the dominant at the beginning 
of the second half. Each time, as soon as this theme is stated it is 
followed by a transition to the closing tonality, V or T as the case may 
be. Once this tonality is established, the main theme enters to take up 
a comparatively Large share of the remaining measures.
In some of the sonatas the initial theme has more importance than 
it does in others. In the first movement of the Sonata in A minor, R. 65, 
the initial theme is weighty enough to be a real first theme, although 
the contrasting second theme has much more significance melodically and 
structurally.
The initial theme of xne Sonata in F major, R. 89, on the other 
hand, is actually the principal theme of the work. This sonata has a 
contrasting second theme, but no development section. Although the so­
nata is in binary form, it gives the impression of being in three parts.
S3
This is probably due to the fact that in the first half, before the 
second theme is exposed, the first theme is repeated in tne relative 
minor. This insertion of another tonal center appears on first hear­
ing to be a middle section.
Another interesting binary sonata, the Sonata in G major, R. 40, 
has all the elements, including key relationships, of a sonata-allegro 
form except a development section. Example 25 gives part of the open­
ing theme, the first theme and the closing one. The example below is 
the second theme:
Example 40. Sonata in G major, S. 40, meas. 55-40.
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The first half of the sonata exposes the first theme in G major 
after which a modulation to B-flat major ensues. The second theme is 
stated in that lowered mediant, which is also the closing tonality. All 
the themes appear in order in the second half out beginning in G minor 
for the opening and first theme. The second theme ana the closing are 
in G. major.
The Sonata in F-sharp major, R. 90, also has several themes.
The first does not return in the second half but the two which estab­
lished the closing tonality of the first half, are restated as usual. 
Just before that occurs, however, the first of these themes undergoes 
a brief development, and "this short section is set off _rom uhe first 
and second half by a double tar -s if to emphasize its mid-position.
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In the Sonata in G major, R. 32, the development and recapitu­
lation are telescoped at the beginning of the second half where the 
initial theme is restated with variation in the tonic key.
In addition to the sonatas which have two themes but neither 
a development nor a recapitulation (that is, restatement of both themes 
in the tonic), and the sonatas which have a development but no recapitu­
lation, there are others which have a rudimentary recapitulation but no 
development. Sometimes, as with the Sonata in G major, R. 82, the only 
indication of a recapitulation is the return of tne tonic key. The 
Sonata in B-flat major, R. 3> also has such a key return without re­
statement of the first theme.
The first movement of the Sonata in 3-flat major, R. 98, does 
have a first and a second theme, and an aobrevlated development, but 
the recapitulation is somewhat ambiguous. Both themes, but especially 
the first, are varied considerably in the restatement.
Many examples of true sonata—allegro movements can also be 
found among Soler's clavier sonatas. Some are miniatures, such as the 
second of the first pair of sonatas edited by Xastner. After a fifteen- 
measure introduction, the five-measure A theme is exposed in G major. 
Immediately the transition to D major takes place to establish the 
dominant harmony for the statement of the B theme which closes the sec­
tion. The development is almost as long as the exposition (50 measures 
to 56 of the exposition). The development begins with the introductory 
theme followed by motives of the A theme in several keys. Finally the 
A theme returns, literally stated in the tonic, followed immediately by 
the B theme in the same key. The entire recapitulation comprises only
gp-y<?r)'teen measures.
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Some of the sonatas and sonata movements are based on different 
designs entirely. The Sonata in G major, R. 50, for example, is composed 
of two interlocking binary sonatas, one in 2/4 and the other in 6/8 meter. 
The plan can be expressed graphically this way:
A B B2 || A B || B3
47 meas. - 57 meas. :Jj: 21 meas. : ll 34 meas. - 58 meas, II 13 meas.
2/4, G 6/8, d " 6/8, d » 2/4, D & G 6/8, g || 6/8, G
Another sonata which alternates meter and tempo somewhat like a
rondo, has been mentioned before. It is the Sonata in G minor (en modo
dorico), R. 81. Again the sonata opens in alia breve meter, but ;his
time in a fast tempo. The alternate section is in a slow 6/8. (See
Examples 23 and 24). An outline of the form is as follows:
Part One
A prestissimo g minor 21 measures
B cantaDile B-flat major 5 t
A allegro g 6 I
B cantabile B-flat 6 1*
A cadenza modulates to a G minor.
Part Two
A1 allegro g minor 19 I f
B cantabile d 5 n
A allegro 6 6 t i
B cantabile d 6 n
A allegro g 8
The cantabile sections follow the allegx-o sections without inter­
ruption, but each alow section ends with a long expressive pause before 
the fast part comes back. The effect is very dramatic.
Soler also wrote sonatas in genuine rondo form. Two examples 
are the Sonata in G major, R. 50 and the Sonata in P major, R. 59. The 
first one, entitled a “Sonata-Rondo," is based on this nian:
A G major 20 measure
B 13 ti
B1 e minor 21 n
b 1
A G 20 measures
G Several keys 22 "
C1 back to G 24 "
A G  20 "
The other sonata is called simply "Rondo", and has a more
complicated scheme:
A P major 8 measures
A1 i t 1 2 t t
B C 29 t t
A,A1 P 2 0 I t
G C, A, G 40 t>
A1 P 1 2 I t
D P 1 2 I t
A,A1 P 2 0 ft
All of the types of form mentioned above: simple binary, 
sonar-a-allegro, rondo, as well as dance movements are found in the 
three- and four-movement sonatas. These are undoubtedly late works 
because the classic elements in them are more pronounced than in 
any other of the sonatas. Strange as it may seem, however, these 
very sonatas also contain movements in baroque contrapuntal style, 
and also binary movements in Soler's early style.
The Sonata in C major, R. 61, has for its movements a rondo, 
a sonata-allegro, with provision for a cadenza to be inserted a ea- 
pricho, a minuet and a simple binary allegro. The minuet is inter­
esting oecause it is unlike the typical minuet movement of a classic 
sonata. It is called a minue di rivolti, and does, in fact, revolve 
upon itself in a circular manner. In 3/4 meter, of course, it has
this plan:
62
; A : 3 C s C B A :
Key : C : G G : G G C •
The Sonata in B-flat major, R. 62, opens with a rondo followed
by a sonata-allegro, a minue di rlvolti. and another sonata-allegro, 
which is really a little Spanish fandango. Again, the minuet is worth 
noting because it really is a rondo:
A : : A1 : : B B1 : : C : : A B A1 A B1 C A A1 :
B flat C, Bb,C P Bb P Bb C P  Bb
The Sonata in P major, R. 63, is a three-movement work which 
begins with a sonata-allegro with many empfindoam characteristics.
The second movement is also a sonata.-alleg.ro with more galant features 
than the first movement has. Strictly contrapuntal, the final movement 
is a four-voice fugue, an interto. It is very long, 194 measures, and 
has nine complete subject statements after the four of the exposition. 
After the ninth statement, thirteenth really, certain motives from the 
subject, counter-subjects and episodes are combined to provide a com­
paratively hombphonic coda.
In three movements also, the So *a in G major, R. 64, has 
several noteworthy aspects. The first movement is a pastoral in sonata- 
allegro form. In 6/8 meter, it has the typical flute-like melodies 
embellished with copious trills and festoons. The original manuscript 
is very specific in regard to the type of articulation desired. The 
second movement is also in sorapa-allegro form, although the development 
is quite rudimentary, being mostly a modulatory section back to the 
tonic. The final movement is another long intento.
Two movements in preclassic binary fora and an intento make up 
the Sonata in A minor, R. 65. The intento (con moviniento contrario) 
has as an answer to each subject statement that same subject in contrary
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motion beginning at the same pitch. In fact, there are really two 
subjects being treated simultaneously since the following statement 
at the fifth is likewise accompanied by the inverted subjects 
Example 41. Sonata in A minor, R. 65, third movement, meas. 1-7.
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The statements on a are in soprano and alto; next or. e in 
tenor ana bass. The motives of the episodes also have this mirror 
effect of contrary motion. The third statements on a are in bass 
and alto; the next on_c in tenor and soprano. Many more statements 
and episodes occur and at measure 139 a Toga en octava, based on a 
new subject, is inserted. This cannn begins as follows:
Example 42. Sonata in A minor, E. 65, third movement, meas. 139-143.
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The other two voices enter in due course. .Later tne original 
subject and its inverted counterpart are resumed to constitute a coda.
Emanuel Bach might have written the first movement of the So­
nata in C major, R. 66. It is in sonata-allegro form, andante expresivo, 
and has a highly ornate melodic line, intricate rhythms, expressive 
pauses, and ever, a glissando (dlto solo). This movement is followed by
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a Haydnish classic sonata-allegro movement. The opening measures of each 
show the extreme differences in style between them:
Example 43. Sonata in C major, E. 66, first movement, meas. 1-3; 17-16.
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The third movement is an inlento, so that this sonata embraces 
three different eras within one work.
In like manner, the Sonata in D major, R. 67 combines may sty­
listic features. The first movement in sonata-allegro form is in classic 
style. The second movement, called a rondon, is a simple binary sonata 
with two themes. The third movement is an intento which begins as a 
strict fugue but ends in homophonic style.
The last sonata of this set, the Sonata in E major, R. 6«, is also
6b
varied. The first movement, cantaoile con moto, is in sonata-allegro 
form, although the development is rudimentaiy. It is in the preclaesic 
expressive style and is followed by a Mozartean sonata-allegro move­
ment with a true development section. The third movement is a very long 
intento with a canon inserted toward the end.
The three- and four-movement sonatas of Obra 4a represent a 
closer approach to the classic style of Haydn and Mozart than do those 
mentioned above. No contrapuntal Intento movements are included in this 
group of works and there are more sonata-allegro movements. The minuet 
movements are xio longer rondos. Although they are conceived in pairs 
and so suggest the minuet and trio organization of a later epoch, they 
are very different from a classic dance movement. The difference lies 
in the fact that the first minuet in each pair is in a slower tempo and 
is more highly embellished and complex than its companion. A brief 
look at these movements is enlightening.
The first sonata, Sonata in C major (Obra 4a, No. 1a), R. 91, 
has as a first movement a sonata-allegro piece with galant and classic 
features in about equal proportion. It is followed by a faster, dance­
like sonata-allegro movement in classic style. The third movement con­
sists of a pair of minuets, the first andante maestoso, and the second 
allegro. The opening measures of each indicates the disparity between 
them:
Example 44. Sonata in C major, third movement, R. 91.
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A da capo repeat of the first minuet is indicated after the 
second one. i’he final movement of this sonata is a pastoral with 
many classic features.
In D major, the second sonata of Obra 4a (R. 92), opens with 
a classic sonata-allegro movement, andante con moto. Like the pre­
ceding sonata, it is followed by a faster sonata-allegro movement in 
3/8 dance meter. The third movement is a pair of minuets, andante Largo 
and allegro, each of which is in ternary form. Again the final movement 
is a pastoral in binary form.
This sonata is fallowed by one in ? major (E. 93) which resem­
bles the others of Obra 4a in that it has a slow and then a fast sonata- 
allegro movement, a pair of minuets (maestoso and allegro). and another 
movement in triple time, not a pastoral this time, but a gigue in 9/8. 
This sonata, however, has more affinities with preclassic styles than 
with the classic style: melodic festoons, brilliant passages in the 
manner of Emanuel Bach, thin texture in the second movement, and many 
linear features throughout the several movements.
The Sonata, in G major (Cora 4a, No. 4a), R. 94, exhibits several 
new ideas. Like the others it has a slow and then a fast movement, and a 
paix' of minuets, maestoso and allegro mol to. Here, however, is one small 
departure from the organisation of previous minuet movements. The first
minuet ends in the relative nunor. This is the first instance of u
movement not being in the tonic key. The fourth movement is a dance-lik 
Mozartean sonata-allegro. It is the most interesting movement in the 
entire sonata and can be found alone in several manuscripts.
Similarly constructed, the Sonata in A major (Obra 4a, No. ba), R. 9‘3. 
has a noteworthy feature in the first and second movements. Before the 
exposition of the second theme in each of these movements, provision is 
made for a cadenza. Later custom prefers a cadenza before the recapitu­
lation. The minuets, maestoso and allegro. are followed by a pastoral 
in binary form.
The last sonata of Obra 4a, No. ba, R. 9*S, is in E-flat major 
and again opens with a slow ana a fast sonata-allegro movement. The 
minuets are quite different from those in the first five sonatas in 
this set. Both are in the same tempo, ooth are simple dance-like pieces 
The second is in the dominant tonality, B-flat major. The pastoral 
which follows is in sonata-allegro form.
In all the sonatas of Obra 8a, the minuet movements approach 
ever more closely tL, classic minuet and trio idea. In the first sonata 
A-major, R. 97, the minuets comprise the second movement, following a 
fast sonata-allegro. Both are simple dance pieces with the second in 
the i arallel minor. A rondo follows and then a fast sonata-allegro.
In the remaining sonatas of Obra Sa the minuets are simple 
dances in binary or ternary form, each pair having the same tempo. In 
the second sonata of this set, Sonata in B-flat major, R. 9B, the second 
minuet is really a binary trio to the first minuet which is in ternary 
fora (i-V-l). The "trio” begins in D-flat, the mediant tonality, and 
enas in n-x'xat for the return to tne first minuet. Tne two minuets of
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the Sonata in C major, R. 99 are similarly balanced and contrasted. Both, 
however, are ternary designs, the first in C, G ana c major, and the sec­
ond in the relative minors: a, e and a. A further contrast between them 
steins from Soler's request that the second minuet be played tutto staccato.
Tne organization of sonatas into several movements, in itself, 
represents Soler's approach to the classic sonata. For him, however, the 
movements are, for the most part, really isolated pieces with no other 
unifying factor than that of key. A few examples of motivic inter con­
nection can be found, but these are rather coincidental and unpremed­
itated rather than structurally significant.
In regard to the organization of movements into larger units, it 
must be mentioned that many of Soler's earlier works were probably 
grouped in pairs, as was customary with Scarlatti and other eighteenth- 
century composers. Occasionally the word sigue is written after the 
first of a pair as in the two-movement sonata, R. 79, and also between 
the sonatas M. 23 and 24, and also M. 25 and 26. Usually, however, such 
a pair-wise arrangement is to be inferred from such internal evidence as 
tonal, melodic or rhythmic relationships. The incipits of Sonatas R. 10 
and R. 11 show them to be a pair; and the Sonata R. 48 seems to spring 
spontaneously from the cadence of the Sonata R. 47.
In the examples already cited, the fact that Soler speaks a 
somewhat later language than Scarlatti becomes clear enough.
Soler's ideas range from brief, crisp motives . . .  to lyrical 
arches more extended and broadly organized than any found here 
in Scarlatti's sonatas. When Soler builds his lines in short, 
separate, ornamental phrases over an Alberti bass or similar 
chordal figure in relatively slow harmonic rhythm, he becomes 
a true exponent of the galanx style in its fullesx bloom. , . .
At the same time, Soler, always a first-rate craftsman, tends to 
be more literal about voice-leading than Scarlatti. Even in the 
freer keyboard styles be accounts for each part somewhat more 
consistently. . . . His several contrapuntal forms . . . are 
considerably more severe than any of the fugues Scarlatti wroxe 
for keyboard. . . . These tientos . . . come after the lighter,
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modern movements as archaisms in homage to the seventeenth-cen­
tury organ masters, like Cabanilles, who were Soler's artistic 
ancestors. . . . However, it is not by further comparison of 
Soler and Scarlatti that we can find what does most to place 
Sold' . . , among the chief nre-Clo3sic composers of the sonata.^
Some of the reasons for his pre-eminence among eighteenth- 
century composers will become clearer in the following chapter.
37Newman, op. cit., p. 283-285.
CHAPTER SIX
Modulation
Padre Soler’s clavier sonatas are organized tonally in the tra­
ditional way involving tonic to dominant, or sometimes mediant, relation­
ships and interchange of mode. Within this conventional framework, how­
ever, Soler modulates to foreign keys in a manner that is often unique 
and unconventional. Sixty-nine, or about two-thirds, of the sonatas are 
in major keys, and each of the twelve tonal centers is represented except 
A-flat. Likewise, all the minor keys are represented except 1-sharp, and 
also E-flat and B-flat. Although these few keys never serve as a tonic 
for a complete sonata, they can be found as tonal centers within a work.
The keys most frequently used by Soler are C and G major, fol­
lowed closely by P major. Next in order of preference are C minor, D 
major, B-flat major, A minor, A major and C and D minor in an equal num­
ber of sonatas.
Soler considered modulation to be an important structural and 
aesthetic device in composition. In his book on the subject, Llave de 
la modulacion, he suggests four ways of passing quickly and smoothly 
from one key to another. He calls these modulaciones agitadas as op­
posed to modulacion lenta, which is concerned with the over-all tonal
structure of a composition. These four ways, as paraphrased by Ralph 
38Kirkpatrick,'‘ are as follows:
^Kirkpatrick, op. cit., p. 245.
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1. (linking by common tone or suspension)t In moving from one 
key to another, one should make use oi‘ a note that forms a conso­
nant with the tonic of both keys. In the absence of this common 
tone, a suspension should be used to bind the two keys (or the two 
chords representing them) together.
2. (Use of the dominant to establish a key): l'o establish a 
modulation one should reach the fifth of the desired tonality.
3. (Enharmonic modulation): Enharmonic change of notation from 
sharps to flats or vice versa, will facilitate many a distant modu­
lation.
4. (Binding by nonsimultaneous movement of voices): It is better 
when the four voices do not all move at once but alternately. In 
every progression the principal movement takes place in the two 
outer parts, to which xhe inner parts are but accompaniment.
Elsewhere in M s  book, Padre Soler speaks of change of mode
modulation at a half-cadence, and of sudden key changes after a pause.
These methods, of course, have long been common practice, but Soler's
book was published in 1762 when many of these ideas were revolutionary.
Furthermore, this book, probably the first ever written on the subject
of modulation, represents Soler's original contribution to music theory.
Soler consistently employs these methods of modulation in M s
clavier sonatas, as well as older ones, such as modulation by means of
a common chord or by sequential progression. It is, in fact, Soler's
ingenuity in moving from key to key that places him above so many of M s
contemporaries and exemplifies "the sound vitality of SpaMsh music . . .
shortly before BoccheriM and Haydn made their influence felt on the
39Peninsula."
In the Sonata in G major, R. 40, Soler follows M s  first rule of 
modulation by means of a common tone. The d. of measure 26 (V of G)
'^ilacario Santiago Kastner, "Introduction," 2 X 2  Sonatas, 
Schott, 1956.
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becomes the third of B-flat tonic chord by measure 30s 
Example 45. Sonata in G major-, R. 40, meas. 26-50.
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In Example 45 another modulatory technique is also operative; 
that is, the chromatic bass line, which 'ill be discussed later. In 
Example 12 the common tone is also a repeated upper pedal. The use of 
a common tone, suspensions and sequential progressions are combined in 
the Sonata in P major, R. 76. The second half opens in C major, as one 
would expect, but through a series of sequences5 the relative minor is 
reached and finally after several measures of modulation the basic to­
nality is re-established.
Padre Soler did not speak of dominants as such, but in his second 
rule he says that for a modulation to progress sonorously, the fifth of 
the desired key should be secured. In the Sonata in D-flat major, R. 23, 
he modulates from the tonic to C minor by establishing the fifth of that 
tonality. Beginning in D-flat major he uses a sequential pattern up a 
step to reach E-flat of which the third, later becomes the V of C 
minor. The progression of the bass line from D-flat, E-flat, f and g, 
strengthens the final emergence of the g as the dominant of C minor. 
Example 46. Sonata in D-flat major, R. 23, meas. 13-23.
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Padre Soler's third rule speaks of enharmonic modulation. This 
procedure can be found in many of M s  works. In the Sonata in F-sharp 
minor, R. 78, the second half haa an enharmoMc change of G-sharp to 
A-flat (measures 68-88) and a section in A-flat. For the return to F- 
sharp minor, the tone B—flat becomes A—sharp. Similarly, a G—sharp be­
comes A-flat in the Sonata in B major, R. 11, measure 25 and following. 
Example 47. Sonata in B major, R. 11, meas. 25-26; 31-32.
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In the Sonata in P-sh&rp major, R. 79* there is an interlude in 
E-flat major in the first half, then a return to P-sharp before the ca­
dence on the dominant. This modulation is also accomplished enhannonically.
The fourth rule from Have de la modulacion, that concerned with 
the nonsimultaneoios movement of voices, can be noted in many of the ex­
amples previously cited. These, like sequential progressions, are omni­
present in the clavier works.
Soler's use of other modulatory techniques should ba mentioned, 
however, in order to present a complete picture of this structural ele­
ment in his compositions. Not only when the root progression involves 
the interval of a fifth or a third, but also whenever it is down a step, 
Soler almost always modulates by means of a common chord. In the Sonata 
in C major, R. 7, for instance, the IV of D major in measure 76 becomes 
the V of C major to effect a return to the tonic near the end of the 
second half. Similarly, in the Sonata in F major, R. 5, the I of D minor 
at measure 62 becomes the II of C minor, but a sequential progression is 
also involved here.
Example 48. Sonata in C major, R. 7, meas. 76-78.
The foregoing example also illustrates Soler's practice of seek­
ing the fifth of the desired tonalixy in order to effect a “sonorous” 
transition.
Interchange of mode is often effected in Soler's practice by
means of a common chord or after a half-cadence, Nevertheless, he often 
also proceeds freon major to minor, or vice versa, with little or no pre­
paration. Sometimes the interchange is melodic, reminding one of Schu­
bert, as in the first sonata edited by Kastner:
Example 49. Sonata in E minor, K. 1, meas. 60-67.
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Many other examples of melodic interchange of mode could be cited. 
One more example occurs in the Sonata in C major, R. 28, measures 47 to
51 where the third degree is altered to change the melody from G major to 
0 minor. Again, the modulation from major to minor involves nothing more 
than the lowering of the third of the chord:
Example 50• Sonata in C major, R. 38, meas. 27-33.
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Modal ambiguity can often be noted in Soler's clavier sonatas.
In the Sonata in D—flat major, K. 22, measures 34 to 36, he appears to 
be modulating to C which is closely related to the F major he has estab­
lished, but instead he goes to C minor and then to A-flat major, the rela­
tive of F minor.
In the Sonata in B minor, R. 10, he modulates to the relative 
major at the end of the first half which i3 not irregular, but toward 
the beginning of the second half, it seems as though he were striving to 
reach A major, the dominant major: instead, however, he uses the a minor 
chord as a IV for a modulation to E minor, which in turn progresses 
through altered chords to E major, then to B major, and finally back to 
B minor.
Many of the exchanges of mode involve chromatic modulations, as 
do the ascending step-wise progre sions of the bass line. The tonic _b 
of the Sonata in B major, R. 11 is raised to become the leading tone 
of C-sharp major*
Example 51• Sonata in B may r, R. 11, meas. 19-23.
In the Son .ta in G major, E. 40, the modulations from G major to 
B-flat major (Example 45) ana also the return from B-flat to G in measures 
84~tc 88, are effected by a chromatically descending bass line.
Padre Soler also said in regard to modulation that if a performer 
has not sufficient time to execute a smooth transition to a desired key
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by any of the methods suggested, he may proceed directly to that key 
after a pause. There are many examples of this practice in his sonatas. 
Example 52. Sonata in G major, K. 2, meas. 18-33.
Other examples can be found in the sonatas: R. 5, measures 28-29; 
R. 32, measures 13-15; R. 23, measures 7—115 R. 57, measures 10-13 ana 
R. 90, measures 33-55.
Occasionally a modulation can be even more abrupt and 'unexpected. 
In the Sonata in G major, R. 4, for instance, a cadence on V of V is 
reached at measure 14, but before this tonality is used, an interlude on 
the lowered subtonic (?) is inserted. The corresponding interlude 
in the second half is on the lowered mediant:
Example 53. Sonata in G major, R. 4, meas. 13-16; 19-21.
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The methods wnereby Padre Soler modulates from Key to key are, 
therefore, of many different types, from methods sanctioned by long 
tradition to others which were unique in his day and novel enough in 
ours. It is these modulatory practices which mark him as an independ­
ent and original creative genius.
Harmony
Since much of Soler1s harmony is determined by the guitar tech­
nique of building up vertical blocks of tones using open strings, there 
are many examples of incomplete chords In his sonatas. Usually, however, 
the progress of the melody compensates for the missing chord members. 
Harmonic interchange between tonic and dominant, so prevalent in Soler's 
work, is also a transference of guitar style. The chromaticism present 
in Soler's basically diatonic music produces several interesting sonor­
ities. Altered sub-dominant chords result from a chromatic bass line: 
Example 54. Sonata in F major, R. 5» meas. 23-28.
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A device often involving subdominant harmony is almost a cliche' 
with Soler. The significance of this frequently repeated progres­
sion lies in the distinct Spanish flavor which is attained by the 
composer. Tills impression may be the result of the harmonic pro­
gression itself. However, it seems . . . that it is the reitera­
tion of the half-step movement in the bass line which is ao remin­
iscent of the Phrygian mode that results in this Iberianism. The 
IV-V progression occurs in the minor with the IV in the first in­
version. The third of the sub dominant then descends by half-step 
to the root of the dominant chord:40
Example 55. Sonata in C minor Example 56. Sonata in C major,
(en modo dorico). K. 19, second movement, R. 66,
meas. 7-8. meas. 44-45.
The Italian and German sixth chords are usually found in the 
minor. Each of the Italian sixths is the result of chromatic passing 
tones in the upper voice:
Example 57. Sonata in F major, S. 6, meas. 12-15.
4°Carroll, op. cit., p. 33.
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The Italian sixth is much rarer in the major. In measures 27-29 
of Example 45, it is the result of a sequential pattern using melodic 
chromaticism. The German sixth is often found at the approach to a half­
cadence, It usually falls on a weak beat and progresses to the tonic in 
the second inversion. The raised fourth appears in an upper voice as an 
ascending passing tone:
Example 58* Sonata in C minor Example 59. Sonata in C
(en modo dorico), R. 18, meas. 72-75. major, R. 38, meas.
39-40.
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Augmented triads are frequently caused by chromatic movement of 
the voices. In the following example they result from such a movement 
in alto and bass:
Example 60. Sonata in D minor, M. 8, meas. 26-32.
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Examples of dissonance involving a series of seventh chords 
against a repeated pedal have already been cited (Examples 11, 12 and 13). 
In the following, this effect is intensified by the presence of thirds in 
tne repeated figures and in the melodic line:
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Soler's deliberate use of dissonance is observable in the following 
example, when he intensifies the sonority of of V by doubling the sev­
enth in the lowest voices and by reiterating the chord a number of tines: 
Example 62. Sonata in C major, R. 9, areas. 37-40.
After eight measures, this passage is repeated literally. Empha­
sizing dissonances through repetition is a usual procedure with Soler.
It can be noted also in the Sonata R. 14, measures 50-34, and in R. 26, 
measures 24 and following. Dissonances created by suspensions, usually 
in the form of appoggiaturas also are common with Soler. Example 21 is 
a case in point. Soler's liking for dissonance does much to endow his 
clavier sonatas with piquancy and charm. This is well illustrated by 
the delightful fourth movement of the Sonata in 3—flat major, R. 62:




It has been 3hown how tne chromaticism present in the basically 
diatonic music of Soler affects both modulation and harmony. Chromat­
icism has no less a bearing on the melodic elements in the sonatas.
4.1According to Gilbert Chase both chromaticism and the use of augmented
seconds are typical of Catalonian folk music. The third step of the
scale, both in major and minor, is constantly altered, and the tonic is
often raised or lowered. The interval of an augmented second is an
Arabian characteristic, but the Moslem penetration in Catalonia was
brief and left few traces. This interval, however, "is common also to
Byzantine chant, which may have been the original source of influence.
Certain it is that the ecclesiastical chant has left a deep imprint
upon the folk songs of Catalonia, as upon those of so many other Iberian 
„41regions."
Besides tho yx'esence of augmented seconds, chromaticism, and 
^Gilbert Chase, on. cit., p. 236.
modal ambiguity deriving therefrom, other Hispanic features in Soler's 
melodic construction are these: his preference for major tonalities; 
the use of the Dorian or Phrygian modes; the confining of a melody within 
the compass cf a sixth; aau arabesque-like figures which emoeiiian certain 
melody notes.
Seldom does a chromatic passage extend beyond five half steps. 
Usually the altered scale degrees function as passing tones, as in Example 
26, and also in the following:
Example 64. Sonata in G major, R. 68, meas. 1-3.
Sometimes the chromatic elements function as neighboring notes in 
the melody or in an accompaniment figure as in Example 27. Very often 
the altered tone is used as an appoggiatura as in Example 21, measure 
29. Again, the progress of an inner voice may be chromatic:
Example 65* Sonata in G minox-, R. 87, meas. 26-29.
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The following example is very Interesting for its chromatic 
passages:
cs
Frequently in Soler's music one can notice the presence of
augmented seconds. Sometimes these are the sixth and seventh degrees 
of a harmonic minor scale:
Example 67. Sonata in C miner, R. 15, meas. 18-22.
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Example 68. Sonata in C minor (en modo dorico), R. 47, meas. 50—31*
- w- - - - - - -




The alternation between tonic and dominant, combined with a half­
step movement between the fifth and sixth degrees of the scale, contributes 
a rather strong Phrygian flavor to much of Soler's musics 
Example 69- Sonata in D minor (en modo dorlco), R. 39, meas. 13—18.
Some of the most beautiful and lyrical of Soler's melodies remain 
within the compass of a sixth. The sonata just cited, for example, opens 
with this quiet, tenderly sad theme which is repeated at the octave, a 
usual procedure with Soler:
Example 71. Sonata in C minor, M. 2, meas. 1-5.
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Often Soler will state such a melody of narrow compass and then 
proceed immediately to extend it at the second statement (Example 72). 
Again, he repeats motives from the melody in order to expand it into a 
theme, especially into a primary one (Example 73).
Example 72. Sonata in D major, ft. 74, meas. 22-31.
•6*
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Example 73. Sonata in D minor, M. 8, meas. 1-19.
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Soler also manifests his Spanish heritage by his practice of em- 
pellisning an. important melodic note with an arabesque-like figure. This 
device is apparent in Example 72. Examples 2 and 10 will serve as a fur­
ther illustration of this technique.
Soler has his own individual style in combining melodic elements 
into themes. Examples 72 and 73 indicate his method of expansion. His 
primary themes are often constructed of two phrases. About one-third of 
his thematic material is composed of three, five or seven measures. The 
second phrase of the primary theme is often a repetition of one motive
from the melody as first stated. The secondary themes are the result of
42"spontaneous generation stimulated by the preceding material" with a
"Carroll, op., cit., p. 127
as
strong cadential tull so that they often take the character of closing 
themes.
Soler's jmes are not always baaed on folk melodies; they are 
derived quite oft n from other melodic sources. They are frequently 
scalar, triadic oi mposed of two sonorities. The -Sonata is C minor, 
R. 46, begins with descending harmonic minor scale; the second and 
fourth movements of the Sonata in E-flat major, R. 96, make use of an 
ascending major scale. The natural minor scale serves as the opening 
theme of the Sonata in C-sharp minor, R. 21. Triadic opening themes 
are to be found in the Sonatas R. 78, R. 27 and R. 29. Both tonic and 
dominant chords alternate to form the principal themes of the Sonata in 
C major, R. 7, and the Sonata in G- minor (en modo dorico), E. 81.
Thus Soler not only makes use of native elements for his the­
matic material, but also constructs workable melodies from other 
sources. These melodies, or themes, cannot, of course, be separated 
from their rhythmic component. Together, melody and rhythm serve as a 
vital structural force in the clavier sonatas.
39
Rhythm
Gilbert Chase said ir. regard to the His^aniam of Scarlatti that 
"the rhythmic verve and variety of his works are a continual reminder of
his sojourn in a land where rhythm is the essence of every musical im—
4.3pulse." Like Scarlatti's, Soler's sonatas contain many Spanish dances
within their number. Almost every piece in triple time, and many fast
on«t in duple time, are dances. Catalonians, in particular, favor triple
time. A dar.ce native to their region is the sardana. It is a simple
circle dance in 6/8 meter which features "no display of virtuosity, . . .
44but expresses the satisfaction of communal participation."
'i'he musical structure of the sardana cften consists of two parts, 
the first of rdiich is shorter and somewhat sad and melancholy. The sec­
ond part, on the other hand, is gay and festive. Except for the fact that 
the first part of the Sonata in G major, R. 30, is not particularly sad, 
the second part is quite definitely a sardana:
Example 74. Sonata in G major, R. 30, meas. 48-52.
43Gilbert Chase, op. cit., p. 110.
44Ibid., p. 253
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The Sonata just cited seems to imitate the habit oi' Spanish 
dancers to begin their dance with singing, and to interpolate snatches 
of song at intervals in the dancing.
Soler used the rhythm of the sardana in other sonatas, too. The 
Sonata in C minor, M. 24, seems to reflect the usual accompaniment of 
this type of dance by flutes and drums (Example 31). Another interesting 
sardana ia the Sonata in P major, R. 69.
The .iota originated in Aragon, the region just south of Catalonia.. 
It is a rapid dance in 3/3, or sometimes 3/4, meter, often beginning on 
the second or third beat. The accompaniment alternates between tonic and 
dominant, usually with four measures of each. It is characterised by 
speed and by abrupt pauses during which the dancer remains immobile in a 
graceful position. A somewhat slower type of .iota is common in Catalonia. 
Several examples of a iota can be found in Soler's sonatas. Among them 
are the Sonatas R. 43, R. 71 and R. 83 (Example 61).
Example 75* Sonata, in P major, R. 83, meas. 1-12.
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The sevilianas of Andalusia and the seguidillas of Castile are 
essentially the same. Like the .iota, taev are in 3/8 or 3/4 meter.
Often ooplas or songs were improvised during the dance. These inserted 
songs were usually in the minor and characterised by sudden modulations. 
Soler's Sonata in E-flat major, R. 17, fjaa man,;,' features of the sevil- 
lanas. Derived from an Oriental dance, the sarabande moves with a strong!, 
accented rhythm. In 3/2 or 3/4 meter, the accent usually falls on the 
second beat. Typical metrical units are: J J . J !  j 
Although written in a slow 3/8, the Sonata in D minor, M. 8 (Example 73), 
has the nature of a sarabande.
The bolero, which comes from the Spanish word meaning "to fly4*, is 
another brisk dance in triple time. Normally xt has three sections, an 
intricate solo dance constituting the middle section. Before the dance 
begins the paseo takes place, during which the dancers walk around in a 
stylized manner. It is in the bolero, even more than in the other dances,
J J  JJJ
that the sudden stops (bien parade) are made by the dancers. Early ex­
amples of bolero rhythm were: JJJ | J .  J 7 J
Today we recognise
; later this became
JU UJJcommon;
0, r m  r m  as typical bolero rhythm.
The Sonata in G major, R. 4 has a bolero rhythm, sudden stops and 
an insert in each half in a different tonality where a solo dancer might 
execute difficult solo passages.
Another Spanish dance, the fancango, as represented in Soler's 
clavier sonatas. A very good example is the fourth movement of the Sonata 
in B—flat major, R. 62 (Example 63). Two dance-like pieces in duple time
are the Sonatas R. 48 and R. 54.
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Not only does Padre Solar base many of his sonatas on Spanish 
dance forms, but he also incorporates into them such Iberian rhythmic 
elements as syncopation, ostinato and flamenco complexity. A very common 
device in Soler is the staggering of a melodic passage between two voices, 
or between melody and accompaniment. (Examples 22, 43, 72)
In the dance-like Sonata in G minor (Nin: Seize Senates, No. 11) 
a rhythmic ostinato is operative which propels the music forward. The 
syncopated melody of that sonata is also typically Spanish. Likewise, 
the frequent repetition of a rhythmic figure in the Sonata in G major,
R. 12, provides the momentum of an ostinato, although in this case it is 
not a melodic repetition.
Example 76. Sonata in G minor, N. 11, meas. 1-9.
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Example 77. Sonata in G major, R. 12, meas. 1-6; 14-16; 27-26; 35-36; 
56-56.
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Sol ex also seeks variety sometimes by altering the rhythm of a 
theme. (Example 73) Flamenco rhythmic complexity can be noted in Ex­
amples 2, 3, 10, 39, 65, 66, 70. The rhythmic complexity associated 
with the empfindsam style has been mentioned before. (Examples 20, 21, 
22, 24, ana 43).
It is impossible, of course, to disassociate the rhythmic from 
the melodic, harmonic or other structural elements in a piece of music. 
However, it can be seen that the rhythmic elements in Solar's clavier 
sonatas rank with modulation as one of the most interesting aspects of 
M s  work. In all M s  works, but especially in the clavier sonatas, he
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unites rhythm, melody, harmony, and modulation in a masterful 
produce compositions of lasting interest and aesthetic value.
•y to
CONCLUSION
As an eighteenth-century Spanish monk-musician, Padre Soler re­
flects the many facets of his environment in his works, particularly in 
the clavier sonatas. His century is reflected in the style in which he 
constructs these pieces: the preclassic style which spans the gulf between 
Domenico Scarlatti and Mozart. His nation is reflected in his use of folk 
music, especially guitar idioms, as major structural elements in the so­
natas. nr 3 life as a monk exemplifies his spirit of total dedication, 
which underlies all his work. His musicianship is evidenced by his thor­
ough mastery of compositional techniques.
That he was pre-eminent among his contemporary countrymen can be 
inferred from the fact that his advice was sought by other Spanish com­
posers, Dy the impact that his book, Llave de la modulacion, made on hi3 
associates, and by the fact that so many of his works can be found in 
more than one manuscript copy. His position at the royal monastery of 
El Escorial gave him the advantage of contact with the people of influence 
in the musical world.
Soler was also internationally known during his lifetime. Lord 
Fitzwiiliam carried his name to England, and he corresponded quite regu­
larly with the renowned Italian scholar, Padre Martini, who was Mozart's 
teacher.
Twentieth-century musicologists Pedrell, Kastner, Nin find Newman, 
have considered him to be pre-eminent, not only among his countrymen out
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also among other composers of preclassic sonatas, ranking him with Domen­
ico Scarlatti and Emanuel Bach. Soler's works appeal to many musicians 
today for their ingratiating charm, conciseness, variety within unity, 
spontaneity and for the skillful creative imagination which fashioned 
them. Prank Morris Carroll concludes that;
Soler was not a Beethoven. His works do not seem to come to 
grips with the most transcendental aspects of human emotion. His 
music is : " " J ' " ' ’ ---• conflicts
human tragedy. In a sense, one might say that his music is Gebrauch- 
musik, frankly written for the pleasure of the Infante of Spain and 
used as teaching material for this musical amateur. In relation to 
the purpose for which it was written, Soler’s music must be con­
sidered successful. Does this music have validity today? It does 
insofar ae the desire of the listener ar,d performer is for music 
of simple and at times elegant grace and charm. As long as in­
telligent combinations of musical sounds in themselves bring 
pleasure to the human ear, the music of Soler has merit. If one 
would look for the lilt of Spanish music, the undeniable attraction 
to be found in this national expression, Soler would certainly pro­
vide the 18th century answer.45
Sven if Soler does not belong with the great masters, his clavier 
sonatas merit performance by pianists of our time. The treasury of key­
board literature is much the richer for the contribution of Padre Antonio
(if such depths of
Soler.
^Carroll, op. cit., pp. 194-195.
APPENDIX
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A Lecture-Recital based on this thesis was presented at 
the University of North Dakota on Thursday evening, April 22, 1965. 
A program of this Lecture-Recital can be found on page 99.
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SIS TER  M . V 1 C T O R IN E  F E N T O N , O.S.B.
Pianist
(B.A, l% l,  University •at North Dakota
Thursday, A pril 22, 1965
Education Auditorium 
8 :1 5  P.M.
THE PROGRAM
Excerpt.t from a thesis written by the candidate on 
“ Th e  Clavier Jo//atas of Padre Antonio Soler"
Sonata in D major * - - - - - - - R. 84
Sonata in D-flat m a j o r ................................................................R. 88
Sonata in D m a j o r ................................................. - R. 74
Two Sonatas in c minor - - - - - R. 47, 48
ten modo dorico)
Sonata in G m a j o r ..............................................................................R. 40
Sonata in C m a j o r ................................................................................R. 66
second movement
Sonata in B -flat  m a j o r  
fourth movement
R. 62
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Sister M. Victorine Penton, O.S.B., Master of Ai'ts
The thesis here abstracted was written voider the direction of 
William R. Boehle and approved by Philip B. Cory and Poster i". St. Clair 
as members of the examining committee, of which Mr. 3oehle was Chairman.
Padre Antonio Soler (1729-1783), a native of Catalonia in Spain, 
composed over a hundred clavier sonatas. Only twenty-seven of these were 
published in the eighteenth century. All autographs have been lost, but 
many manuscript copies can be found in libraries in Spain and Prance. It 
cannot be determined definitely just when any of the sonatas were written, 
but presumably they were composed between 1760 and 1783.
Until the last decade, only about seventy-five sonatas were known 
to exist, and relatively few of these had been published. Two complete 
editions are now in progress: one by an American, Frederick Marvin, and 
the other by Padre Samuel Rubio, O.A., librarian at El Escorial. This 
study of the sonatas is based primarily on these two editions because 
they are the most authoritative of any yet published. When duplications 
have been discounted, 106 sonatas, comprising 152 separate movements, 
were available for this study.
An examination of these works reveals that Soler wrote not only 
binary, one-movement pieces in the style of Domenico Scarlatti, his 
teacher, but also sonatas in the preclassic and classic styles of Eman­
uel Bach and Mozart. Many sonatas are arranged in pairs, and others are 
works of xhroe and four movements. In addition to the features common 
to the transitional styles of the eighteenth century, Soler's sonatas 
manifest his personal style, which is the direct result of his Spanish
nationalism.
Soler's sonatas merit attention in the twentieth century because 
of their ingratiating charm, conciseness of expression, spontaneity, and 
originality. The treasury of keyboard literature is much the richer for
the contribution of Padre Soler.
